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 of May 2009, the inaugural Pinkdot, an event supporting the 
“Freedom to Love” organised by a group of local volunteers, was held in Hong Lim 
Park. The inaugural event attracted as many as 1000 people, as reported by the 
official press (The Straits Times 17
th
 May 2009). Subsequently, the second Pinkdot, 
held on the 15
th
 of May 2010 attracted 4000 participants according to Pinkdot.sg 
(2010). The third, held on the 18
th
 of June 2011 saw a reported 10,000 participants 
coming together, again in Hong Lim Park to form a giant pink dot in a show of 
support for “inclusiveness, diversity and the freedom to love” (Pinkdot 2011). The 
event was hailed as a milestone and was celebrated by the gay community in 
Singapore, who felt that at last, there was a space for recognition, a space for them 
to embrace their sexuality and a space for acceptance.  
In many aspects, Pinkdot and its aftermath echoed the thoughts of Ng King 
Kang, who in his dissertation, questioned if Singapore, with its ever-increasing 
imperatives to rethink its economic strategies, would see an improved situation for 
the visibility of the gay community in Singapore. He concluded that there were 
indeed welcoming spaces in Singapore, in part due to the emerging and gradual 
changes in the political and social scape of Singapore. However his research 
remains very much undefined and ambiguous. While he cites the opening of 
creative spaces such as The Speaker‟s Corner, the Nation parties organised by 
Fridae.com and the successful staging of Singapore plays with gay characters and 
gay themes as salient examples of how there has been more space for the gay 
community in Singapore (Ng 2008), his research appears to be a superficial 
rendering of the situation in Singapore.  
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This dissertation will explore the Pinkdot phenomena in greater detail: its 
impact and its implications on gay spaces and spatiality. The research will also 
attempt to show via the examination of: The means in which gay space is depicted 
in gay plays in Singapore and gay space is staged in Singapore Theatre to frame the 
performance analysis of Pinkdot. In doing so, this thesis hopes to elaborate on 
proposition that the notion of an existent gay space in Singapore is still very much 
located in the place of an imaginary and that the arguments proposed by Ng appear 
at best, fallacious. 
The research methodology for the purposes of this paper include: 1. The 
critical and semiotic readings of gay plays written by gay playwrights in Singapore; 
2. The examination of how gay plays have been staged thus far in Singapore and; 3. 
The evaluation of Pinkdot 2010, an actual gay event happening in the place, Hong 
Lim Park. Part of the research methodology also involves the act of Twittering or 
Tweeting. Via the application of Twitter, 140-charactered status updates which are 
stored on an online archive under a retrievable account are uploaded onto a server 
in real-time. The dates and times are clearly stated on each Twitter post allowing 
the researcher to access and reference them easily at any time. Twitter provides 
researchers a convenient, simultaneous and a concise means (due to the cap placed 
on the number of up-loadable characters) of archiving and documenting their 
presence in the places visited in the instance they were in those places. At the same 
time, Twitter also allows the simultaneous posting of the photographs taken on site 
using a smart phone‟s camera and this becomes an invaluable source by which the 
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1. Positioning the Argument for the Examination of Gay Space in Singapore 
But we are not in the Yellow Pages. The reason is we don‟t officially 
exist. That is officially, we exist only unofficially. But if you consider it 
unofficially, we exist officially but only unofficially so. 
(Madame Soh in Tan Tarn How‟s The Lady of Soul and Her Ultimate 
„S‟ Machine 1992: Sc. 2 ) 
 
V (An Article By Another Newspaper) 
“12 men nabbed  
in anti-gay operation 
at Tanjong Rhu” 
I do not say  
That they were innocent 
I do not question  
What right anyone had 
To be there. 
All I can say is that 
When their faces and names 
Were published in the papers 
I doubt 
A crystal sigh 
Rippled through 
Midnight estates 
Bandaged in peace.  
I doubt  
There were boys 
in the heat of self-abuse 
Who substituted fantasies 
Of swimming pool buddies 
With nightmares 
Of the lallang‟s serrations 
And the handcuff‟s click. 
I doubt 
Records were shattered 
In the department tabulating 
Indices for Moral Health. 
I doubt 
Men walked the streets 
Assured that their genitals 
Were safe in the hands 
Of the police.  
(Alfian 2008: 75 – 76) 
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This thesis resulted from the indignant reaction with regard to the erasure 
and the forgetting of gay spaces and of gay history in Singapore. The state of gay 
space in Singapore, to borrow a term from Rem Koolhaas, exists in a state of the 
“tabula rasa” (Koolhaas 1995: 1011 -1035). It is sought out, and razed over until no 
trace of it remains, or another memory takes its place. Even in the theatre space, the 
depiction of gay place and space is often fantastical which alludes to the real state 
of gay space in Singapore. With the advent of seemingly gay-centred and gay-
friendly performance-events such as Pinkdot in the recent years, there appears to be 
greater visibility and tolerance of the gay community and hence, an assumed greater 
space for gays in Singapore. However, it appears that the people of Singapore, 
especially the homosexual community, have inevitably forgotten about the 
restraints of discriminatory legislation and the persecution of homosexuals in 
Singapore, leaving them celebrating albeit ironically their placeless-ness. This 
thesis attempts to comprehend this apparent flippancy. Vis-à-vis the examination of 
how gay space is depicted in the playtexts written by gay Singapore playwrights 
and how gay space is staged in Singapore theatre, this dissertation will show how 
they frame and debunk the performance of Pinkdot in the space of Hong Lim Park. 
The thesis will also attempt to question Ng King Kang‟s argument that the recent 
years have seen the proliferation of homosexual space in Singapore (Ng 2008).  
It is necessary at this juncture, to derive and to distil from a smorgasbord of 
definitions, a working taxonomy of the terms, “space”, “place” and “landscape” as 
they would be contestable terms that this dissertation would have to grapple with. 
As Robert Sack has acknowledged, different conceptions of space arise because 
conceptual relation and separation from the facts and the relationships can occur at 
different levels of abstraction and from different viewpoints and modes of thoughts. 
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While conceptions of space are clearly about abstractions, they also involve 
perceptions of spatial relations and how these are described. Space often changes its 
meaning because we perceive and describe the spatial relations among things 
differently in different situations (Sack 1980: 3-5). Uncertainty about the spatial 
properties of places is due to uncertainty about their meanings. Clearer meanings 
would make their spatial properties clearer. We would know more precisely where 
a village begins and ends if we were more precise about what we mean by a village 
(Sack 1980: 58). 
The Cambridge International Dictionary of English defines the term, 
“space” as a noun – Space is “an empty place (for something)” (Proctor 1995: 
1381). In this case, space is seen as an entity to be filled by something else. It is 
interesting that the term “place” is used as part of the definition for “space”, 
suggesting a need to fill a nebulous emptiness with a certain point of reference – 
place – “The pile of papers takes up too much space in the room,”; “We must leave 
some space for a margin of error,” and “They found a parking space close to the 
University.” Space is also defined as an object – as the distance between distances, 
periods of time or the distance between the words and lines of a page - “The spaces 
between the lines are too wide.” (Proctor 1995: 1381 - 1382)  
Simin Davoudi and Ian Strange have done a comprehensive overview of the 
foundational theories of space that stem from the fields as diverse as Kantian 
philosophy, Newtonian physics and Euclidean and Minkowskian geometry 
(Davoudi and Strange 2009: 12 – 42; See also Scruton 1996). While Alexandra 
Kogl has written about the political potentials of space:  
Tangible spaces do exist underneath and alongside the self-consciously 
constructed images such places present; the images by no means 
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exhaust the realities or possibilities of the actual places. There is a 
curious and potentially productive tension between, on the one hand, 
the rationalised, legible spaces of postwar residential neighbourhoods, 
shopping malls, suburban arterials, and glossy office parks, and on the 
other hand, spaces such as old cemetaries, alleys, remnant scraps of 
orchard, creeks, tunnels, and chaparral covered hillsides. The latter 
spaces are neither hidden nor literally invisible, yet somehow seem 
unread, unseen, unofficial, unrepresented, unapproved. (Kogl 2008: ix) 
Space is subject to manipulations that seek to simplify, reduce, or 
render it coherent, but it remains a site of excesses, differences, 
nonrationalities, hidden interstices, and remnants. A liberal political 
economic regime often organises space into designated zones for 
production (the office park), consumption (the mall) and reproduction 
(the bedroom community), creating simplified, legible, and economistic 
spaces, yet no space on earth can be fully enclosed and controlled. 
Residents can and do reinterpret the meanings of space, putting existing 
places to strange, new uses. (Kogl 2008: x) 
Kogl suggests that spaces are designed to evoke certain behavioural 
responses in them and to them. Yet some spaces elude or escape notice because 
they remain hidden, or are camouflaged to blend in, or have become so everyday 
that little attention is paid to these spaces (Kogl 2008). 
Christopher Gosden proposes that spaces, consequently, play three roles in 
human life. They constitute first, room for maneuver, open spaces through which 
people can proceed and deploy their skills. Spaces, second, set bounds on 
movement and physically constrain what people do. These first two functions are 
material in nature. The third function of spaces is to serve as a means of “stage 
setting” in which spaces become settings where humans interact and that material 
arrangements are settings for the stage (Gosden 1994).  As Michel de Certeau puts 
it, “Space is practised space” (de Certeau 1988).  
“Place” is a noun that describes an “area”. Place is a hall, a field, a plateau, 
a town, a building, a country. It is mark-able and is marked by certain co-ordinates 
on a map – “There are several places of interest in a place like Singapore.” It is also 
defined as, “a position in relation to other things,”– “Your place in the theatre is 
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defined by the ticket number you hold,”; “Save me a place in the queue.” If 
something is “in place”, it is in its usual place or position, if it is “out of place”, it is 
in the wrong place, the wrong context or does not fit in (Proctor 1995: 1072 – 1074). 
A place functions to give a name to a space. A place tag serves to name the space 
you are seated at, at a table.  
Parkes and Thrift depict places as a result of the coalescence and 
coordination of multiple activities, events and practices (Parkes and Thrift 1980). 
Schatzki augments this argument by stating that place is an array of places and 
paths, where a place is a place to X (X is an action) and a path is a means of getting 
from point A to B (Schatzki 2011). According to Harvey, 
The processes of place formation becomes a process of carving out 
“permanences” from the flow of processes [that are] creating spaces. 
But the “permanences” – no matter how solid they may seem – are not 
eternal; they are always subject to time as “perpetual perishing”. 
(Harvey 1996: 261) 
 
The work of post-modernists argued that space and place are socially 
constructed and stressed that the interwoven nature of cultural practices, 
representation and imagination was integral in the production of space (Lefebvre 
1991, 1996). For these writers, space and place making was the outcome of cultural 
politics; a concern with the ways in which identity and difference were articulated 
across space. In their rejection of universal notions and definitions of place and 
their turn to representation and language, a new cultural geography was constructed. 
Places were conceptualised as “both real and imagined assemblages constituted 
through language” (Hubbard et al. 2004:7). With this perspective, space becomes “a 
meeting place” where relations interweave and intersect (Massey 1991). Massey 
thus proposes, “Space is the product of the intricacies and complexities, the inter-
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twinings and the non-interlockings, of relations, from the unimaginably cosmic to 
the intimately tiny.” (Massey 1998: 37) Yi- Fu Tuan observes: 
In experience, the meaning of space often merges with that of place. 
“Space” is more abstract than “place”. What begins as undifferentiated 
space becomes place as we get to know it better and endow it with 
value. Architects talk about the spatial qualities of space. The ideas, 
“space” and “place” require each other for definition. From the security 
and stability of place we are aware of the openness, freedom, and the 
threat of space, and vice versa. Furthermore, if we think of space as that 
which allows movement, then place is a pause; each pause in 
movement makes it possible for location to be transformed into place. 
(Tuan 1977: 6) 
 
How space is transformed into place is illustrated in Tuan‟s commentary of 
Warner Brown‟s experiment of rats and human beings navigating a maze. At first 
only the point of entry is clearly recognised. Beyond the entrance, lies space. In 
time, more and more landmarks are identified and the subject gains confidence in 
movement. Finally, the space is marked by recognisable and familiar landmarks and 
paths and eventually, becomes place (Tuan 1977: 70 – 71). When space becomes 
identifiable, it becomes place. Intrinsically, place is space that has been named. In 
its naming, an identity is bestowed onto it. Conversely, what happens with 
placeless-ness is that the space skirts identification and thus cannot be placed. Gay 
spaces thus hover in this liminal space of placeless-ness due to their ambiguity, how 
they present themselves in ways that defy definition or how they resist 
identification. 
Landscape thus as a corollary of space and place, operates through the 
interplay of spacing and distancing. It is a mode of representation or presentation of 
a place (Malpas 2011: 7). Landscape, place and demographics have inevitably been 
explored by physical, human and cultural geographers, anthropologists, 
archeologists, cartographers, sociologists, ethnographers, historians and most 
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recently by performance artists and academics interested in the study of theatre, 
theatricality and performance. For the cultural geographers, much of their work 
rested on the ethnological assumption that distinctive geographical areas or 
landscapes could be identified and described by mapping visible elements of 
material culture produced by unitary cultural groups. Inevitably such landscapes or 
regions were identified as the product of stable, pre-modern and dominantly 
agricultural societies whose inscriptions were threatened by the processes of 
modernisation (Thomas 1956, Doughty 1981, Pepper 1984, Braudel 1973, Baker 
1984, Relph, 1976). Landscape is also viewed as a cultural image, “a pictorial way 
of representing or symbolising human surroundings” which may be studied across a 
variety of media and surfaces  -in paint on canvas, writing on paper, images on film 
and in “earth, stone, water and vegetation on the ground.” (Daniels and Cosgrove 
1987) From the 1980s, there was a paradigmatic shift and landscapes increasingly 
became conceptualised as configurations of symbols and signs to be read or 
interpreted as social documents (Thrift and Whatmore 2004: 34-36). The landscape 
of the city has also been analogised as a form of theatre (Muir 1981). 
 It might be strategic at this point, to state that space and place can be 
performatively re-inscribed in ways that accentuate their factitiousness or their 
constructed-ness rather than their facticity, or the fact of their existence. This re-
inscription occurs when the artifice of the stylisation of the acts that occur within a 
rigid regulatory frame are exposed. In this case, such performative acts allow the 
possibility of asserting a subject‟s agency within the hegemony of the law and 
provide a means of subverting the law against itself (Salih 2002). Theoretically, if 
the city is theatre, Pinkdot is a performance that occurs in this theatre. If Pinkdot is 
deemed as performative, then it should contest the very notion of space and place in 
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Singapore as heteronormative. It should also be able to discern the artificiality of 
the perimeters that contain it. However, taking into account J.L. Austin‟s Speech-
act Theory in which performativity is defined as an utterance that brings into the 
being, the very thing it names (Austin 1962; See also Butler 1990), this thesis 
questions whether Pinkdot might be seen as performative or subversive, by virtue of 
how it brings (or does not bring) into being the thing it names – gay space. 
The “theatre is space,” (Ubersfeld 1981) - This metaphor immediately 
allocates a sense of vastness to the term, “theatre”. The theatre is a space of 
enactments and possibilities, where different worlds and realms of fantasy are 
mimicked and created. The theatre also consists of an actual geographic location 
and a physical space. In the theatre, it is not simply a question of imagining or 
dreaming of an “elsewhere” or a “not-here”, for the not-here is here, the elsewhere 
is materially present, on the space of the stage and in the bodily presence of the 
actors and, if it has further dimensions of existence in the imagined places beyond 
the stage, they too are continually perceived in relation to the materiality of the 
stage. At the same time, the spectators‟ experiences are grounded in the tangibility 
of being in and knowing that they are in a theatre (McAuley 2010: 86). The theatre 
is a place and an art form – “An edifice specially adapted to dramatic 
representations” and “dramatic performances as a branch of art” (McAuley 2010: 1 
quoting Shorter Oxford English Dictionary 1970). The condition of space in theatre 
is so important that it is the primary condition for theatre to occur. According to 
Peter Brook, “I can take any empty space and call it a bare stage. A man walks 
across this empty space whilst somebody else is watching him and this is all that is 
needed for an act of theatre to be engaged.” (McAuley 2010: 2 quoting Brook 1968: 
9) The empty space is not simply the means of valorising the actor‟s presence, but 
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the condition alone that makes possible, the simultaneous presence of performer 
and watcher (McAuley 2010: 3). While the specifics of the theatre building and its 
accretions, such as the movable scenery, the auditorium, the stage as a raised 
platform (Southern 1962: 21) may be removed, the spatial condition in itself cannot 
be removed. Space is constitutive of theatre. While theatre can indeed take place 
anywhere, the point is that it must take place somewhere (McAuley 2010: 3). 
Although the theatre is the space where an interaction takes place between the 
audience and the actor, amidst other visual, aural and tactile stimulations, these 
movements and groupings of the spectators, the actors, the objects and the given 
space, become meaningful only when situated in the given space, and they in turn, 
are and become the major means whereby that space is activated and itself made 
meaningful (McAuley 2010: 8). The theatre in this case, embodies Peter Hanke‟s 
reference of Bedeutungsraum – it is a space for meaning making (Passow 1981:  
237 – 254). It is possible to use a term proposed by Foucault to describe the space 
of the stage and of the theatre – The theatre is a “heterotopia”, capable of 
juxtaposing in a single real place, several spaces and several sites that may be in 
themselves incompatible (Foucault 1986: 22). The theatre is indeed a single real 
space that can hold a multitude of places (Aronson 2005: 190). In fact, the word 
“theatre” comes from the ancient Greek theatron, the name given to the area in 
which the audience sat. Theatron, in turn comes from the root theasthai, meaning 
“to see”. The theatron, the place where the audience sits, is thus “the seeing place” 
(Aronson 2005: 2). The theatre is hence the place to see multifarious spaces and 
places unfold.  
The space that this dissertation is concerned with is a geographical space 
that has co-ordinates and is map-able. It is also a cognitive state of the mind. Place 
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then is this space that is named. The spaces and the places of this dissertation are 
located as mental states, as physical locales and landscapes and for the purposes of 
this research, are articulated in the space of the theatre text and stage. The spaces 
discussed are not naïve spaces, but contain a multiplicity of performances.  
Keeping these thoughts in mind, there is a need then to examine how gay 
space is depicted in Singapore theatre and the performances associated with gay 
male oriented spaces in Singapore. While geographers and anthropologists have 
looked at what is termed queer geography or queer anthropology, what they have 
done is to conflate the issues of sexuality with the study of space. The term “queer” 
used in this context is a contested term with multiple and contradictory roots. It will 
be taken as an umbrella term for non-normative sexual (and other) subjectivities 
(Butler 1990, 1993, DeLauretis 1991, Fuss 1991, Binnie 1997, Knopp 1998 and 
Nast 2002). These studies observe how everyday spaces are produced through the 
embodiment of social practices and look at how the presence of norms regulate 
sexual behaviour in public or shared spaces. However, academic study of gay and 
lesbian anthropology has focused more on the orientalised nature of sexual diversity 
or on the deviant nature of same-sex-related status and role, focusing on finding 
practical solutions (but not necessarily so) for issues deemed as violations against 
human rights such as sexual oppression, heterosexual privilege, homophobic 
violence, employment or discriminatory practices along with the denial of access to 
health care and other social services (Leap and Lewin 2009: 2-3). Other exemplars 
of such work include: The depiction of drag queens coping with low wages and 
bleak working conditions (Newton 1972) and the analysis of community dynamics 
in a gay summer resort (Newton 1993); the examination of American Indian 
berdache traditions (Williams 1986); the exploration of conflict between parenting 
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and family formation and lesbian or gay sexualities (Lewin 1993, 1998); the 
exploration of teenagers in the United States trying to position coming out of the 
closet (the closet is a metaphorical term often used to describe a metaphysical space 
to hide one‟s sexuality in) as a rite of passage (Herdt and Boxer 1993); the 
suggestions that the language used by gay men extends more than just lisping and 
camp vocabulary (Leap 1996, 2001); the critique of anti-gay efforts to mythologise 
the gay gene in popular press and other news media (Lancaster 2003) and the 
studies of men having sex with other men in private and public spaces (Leap 1999). 
Singapore, an island nation state and country located in S.E. Asia, where the place 
of the homosexual is porous and often imagined, is an anomaly which deserves 
greater critical attention, especially from the Performance Studies angle which is 
lacking in current academic discourse 
Attempts to articulate a semblance of gay identity and more recently, of gay 
spaces in Singapore, have been made in the Singapore Theatre scene, but this 
articulation does not come without its own mouth clamps. To name some pertinent 
examples, in 1988, the Ministry of Community Development withdrew its support 
for Chay Yew‟s Ten Little Indians and Eleanor Wong‟s Jackson on a Jaunt, which 
dealt with the issue of AIDS via a sympathetic homosexual slant and the following 
comments were made by the Ministry‟s Cultural Affairs Director, Ng Yew Kang: 
Homosexuality is portrayed as a natural and acceptable form of 
sexuality in the play. My Ministry will not want to be a joint presenter 
of the play in its present form. This is in line with the government‟s 
campaign against AIDS, and homosexuality is one of its main causes. 







Following the Ministry‟s withdrawal of support for the plays, both 
playwrights were told that if they made suitable changes to their respective scripts, 
the Ministry would renew its support. In the same newspaper account, Wong 
observed that “The ministry doesn‟t want him [the protagonist] portrayed as a 
sympathetic gay. It wants the gay character straightened.” Wong categorically 
refused to make the recommended changes, noting that changing the script would 
mean that the play “would not have the same impact.” (The Straits Times 16th 
March 1988) According to Chay, the Ministry wanted to him to change the 
character of the gay volunteer worker to a woman which Chay refused to. The 
fundamental issue, made clear by the comments of the Ministry‟s spokesperson, 
was that homosexuality was not to be depicted in anything other than in a negative 
light. To stage a play in which homosexuality was a given, or could be seen 
sympathetically, was not acceptable (Peterson 2003: 81). The implications are: The 
authorities did not state an outright ban from the onset, but gave the provision that 
if the gay character was changed to a woman, the play would have been allowed to 
be performed. This means that homosexuality is an entity that was categorised and 
equated with feminity. Homosexuality in this case, remains placeless as it can only 
be identified as a different gender with no identification terms of its own. It had to 
be marked via the lenses of heteronormativity to be recognised.  
In 1992, the censorship restrictions were reported to have been relaxed and 
established theatre companies like Theatreworks and The Necessary Stage were no 
longer required to submit each script to the Public Entertainment Licensing Unit 
(PELU) for advance approval. In reality, these same companies had to incorporate 
their own censors into the creative process, guessing where the “out-of-bounds” or 
OB markers might be and invariably erring on the side of caution. In April 1992, 
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Theatreworks staged a couple of plays with homosexual overtones or transvestite 
characters – Ovidia Yu‟s Three Fat Virgins Unassembled and Russell Heng‟s Lest 
The Demons Get To Me but that led to the late Senior Minister of Education, Tay 
Eng Soon publicly advising playwrights to be sensitive to the moral values and 
sentiments of the majority of Singaporeans:  
Ours is still a traditional society which values what is private and 
personal and is not comfortable with public and explicit discussion of 
sexuality and what it considers as deviant values. By all means, let our 
„cultural desert‟ bloom. But please let the blossoms be beautiful and 
wholesome and not be prickly pears or weeds! (The Straits Times 2
nd
 
August 1992; Peterson 2003) 
 
Tay‟s comments foreshadowed the clampdown on alternative sexuality on 
stage that took place in 1994 to 1995. Interestingly as the depiction of gay men 
disappeared from the stage, the mostly absent and invisible lesbian, took on greater 
flesh in the form of plays like Eleanor Wong‟s Mergers and Accusations (1995) and 
her sequel Wills and Secession (1995b) as the representations of lesbians were 
deemed to be less threatening than representations of gay men. In contrast, Chay 
Yew‟s A Language of Their Own (1995), which was supposed to be part of the 
same season that presented Wong‟s play, did not receive the approval to be 
produced and was pulled out (Peterson 2003). It was only a decade later when the 
licensing and censorship regulations were reviewed and relaxed that A Language of 
Their Own finally gained approval from the authorities to be staged in conjunction 
with the Esplanade Studios in 2006 (dir. Casey Lim 2006). As K. K. Seet notes, the 
prerogative granted to established theatre companies for not needing to submit 
scripts for approval by the PELU did not overrule the unspoken limits of artistic 
freedom and that transsexuality and transvestism often substituted for the honest 
treatment of gay male relationships in many of the plays (Seet 1999: 94). The furore, 
14 
 
the fines and the subsequent ban of both performance art and forum theatre over the 
“pubic hair snipping” performance art item (which will be examined in further 
detail in the subsequent chapters) at the New Year‟s Eve 1994 cultural marathon, 
jointly organised by Fifth Passage and Artists Village provide testament to the 
rocky relationship between the governing authorities and performances that were 
considered alternative, or vaguely provocative in stance and leading to these 
performances being seen as deviant or unsound and thus requiring suppression (See 
Seet 1999: 87-94). As Seet observes: 
This spawns the ironical situation in which the definitive Singapore 
theatre, that has relevance, topicality, a social role and conscience, has 
been exiled. This exile is either imposed by self, in terms of timidity 
and unnecessary restraint, or from without, in other words, 
governmental suppression by banning. (Seet 1999: 87) 
 
The examination of the restrictions and the difficulties on the 
representations and presentations of homosexuality in Singapore Theatre negate Ng 
King Kang‟s rather superficial claims (2008). He argues that there is a development 
of a welcoming space for gays in Singapore, and positions three entertainment 
forms which create a greater visibility of gays in Singapore – the Cinema, the 
Bookshop and Singapore Theatre. Implicit in his arguments is the idea that a greater 
visibility of the gay community in Singapore is equivalent to the creation of a 
welcoming space for the gay community. However, his arguments are fraught with 
contradictions and thus cannot hold water. 
First, Ng claims that an increasing number of quality, gay-related films 
made it to Singapore Cinema under the censorship rating Restricted Artistic (R.A.) 
with the inherent inference that as a result, there is a greater acceptance of gay 
sexuality and its corollary – gay space (2008). However an increased quantity does 
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not necessarily mean an increased viewer-ship and as seen by the R.A. rating, these 
films play only to a limited and restricted audience. Inherent in his argument is a 
contradiction for he quotes Ong Sor Fern,  
However, not all gay-themed movies can find their way to Singapore. 
The Taiwanese film Formula 17 was not shown in Singapore despite an 
appeal by its distributor Festive Films to the Films Appeal Committee 
(FAC). The FAC based its decision on the fact that the film “creates an 
illusion of a homosexual utopia”. The plot revolves around an idealistic 
17-year-old who falls in love with a 30-year-old playboy. According to 
the FAC, everyone in the film is homosexual and no negative aspects of 
the lifestyle are portrayed. (The Straits Times 22
nd
 July 2004) In effect, 
the FAC prescribed what messages would be allowed to reach 
Singapore audiences, that only a heterosexual utopia can be portrayed, 
and that all films with gay themes must contain something negative 
about its lifestyle… (Ng 2008: 58) 
 
Second, that there is a growing amount of Lesbian-Gay-Bisexual-
Transgendered (L.G.B.T.)-themed literature found in major bookstores in 
Singapore. Books written by gay authors are now familiar titles to the gay 
community and are easily available on the shelves (Ng 2008). However, this is a 
reading that merely skims the surface. The increased availability of L.G.B.T. -
themed literature does not mean that that is an increase in the acceptance of 
homosexuality and as Ng inherently admits, it is a niche that caters to a niche 
community in Singapore‟s population. 
Third and most important, Ng claimed that the gay community gained 
tremendous visibility over the last 14 years via the local arts and entertainment 
scene (in part due to the Nation parties organised by Fridae.com, which would be 
discussed in further detail in the subsequent chapters): 
Drama in Singapore, itself never a contentious-free area in Singapore 
by any means, has nonetheless been one of the few public spaces where 
homosexual themes have been expressed regularly for many years. 
Hence, most of the discussions and explorations on homosexuality have 
actually been concentrated in theatre, resulting in much attention being 
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drawn to specific performances from time to time. Between 1991 and 
1993, a number of plays with gay, lesbian, transvestite of transsexual 
characters or themes were produced out of the creative ferment of 
Theatreworks‟ Writers‟ Laboratory. The first staged work by a 
Singaporean playwright dealt openly with lesbian sexuality was Ovidia 
Yu‟s Marrying in 1991. Fortnight Theatre 1991 also presented two 
plays with gay, lesbian, transvestite of transsexual characters or themes, 
one which was Ovidia Yu‟s Imagine, staged by Action Theatre, which 
focused on a dead writer‟s failed relationships with her Caucasian 
husband, her lesbian lover and her husband‟s best friend. The other 
play chosen by the Ministry for Information and the Arts for 
presentation at the Drama Festival was Akka (Elder Sister), a short 
Tamil play that focused on a transsexual prostitute who reveals her 
story to an imaginative reporter. (Ng 2008: 58-59) 
In 1992, there were at least three staged readings and seven fully 
realised productions of 10 plays with gay, transvestite or transsexual 
characters or themes…. It was reported that in contrast with the past, 
dramas in Singapore with homosexual themes have multiplied, and 
their expression has also become bolder. (Ng 2008: 59) 
 
However, it has been shown that the staging of these gay-themed plays was 
accompanied with numerous restrictions and legislative clamps. Ng‟s inherent 
assumption is flawed, for visibility does not equate to greater space and place. A 
mirage might be visible but its essence is of a projection and a refraction of light. It 
is intangible and in reality, the reflected place does not exist in that particular 
location.  
This thesis will show in the subsequent chapters, via the examination of gay 
spaces as they are articulated on text, gay spaces as they are staged and finally the 
performance of gay space in an actual place – Hong Lim Park, that gay 
performances and the stages where such performances are acted out in Singapore 
lack efficacy and performativity, and are de-fanged, de-clawed and powerless to 
effect change. The analysis of these performances will thus question the probability 
of whether there is a space and a place for the gay community in Singapore.  
The research methodology for the purposes of this paper include critical and 
semiotic readings of gay plays written by gay playwrights in Singapore, the 
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examination of how gay plays have been staged thus far in Singapore and the 
evaluation of Pinkdot 2010, an actual gay event taking place in a geographic place –
Hong Lim Park. Part of the research methodology also involves the act of 
Twittering or Tweeting. Via the application of Twitter, in real time, 140-
charactered status updates which are stored on an online archive under a retrievable 
account are uploaded onto a server, with the dates and times clearly stated on each 
Twitter post, allowing the researcher access to them at any time. Twitter provides 
researchers a convenient, simultaneous and a concise means (due to the cap placed 
on the number of up-loadable characters) of archiving and documenting their 
presence in the places visited in the instance they were in those places. At the same 
time, Twitter also allows the simultaneous posting of the photographs taken on site 
using a smart phone‟s camera and this becomes an invaluable source by which the 
















2. Gay Spaces on Text 
 How are gay spaces depicted in text? The text in this context refers to the 
playtexts and scripts written by gay playwrights in Singapore. Spatial dimensions, 
spatiality, the spaces and the places depicted in a play are often stated explicitly or 
referenced in the components of a playtext. These include the dialogue – the words 
that will be spoken by the actors and heard by the spectators, what Ingarden calls 
the Haupttext (the primary text) and the Nebentext (the secondary text), comprising 
of the stage directions, prefaces, list of dramatis personae, commentary containing 
the writer‟s intentions and ideas in relation to staging or earlier productions (1931: 
209 – 210). The stage directions or didascalia are the most obvious site for 
information concerning the space and how it may function in the creation of 
meaning in performance. Nonetheless, spatial information may also be garnered 
from the dialogue and the basic organisation of plot and dramatic action, which 
eventually work towards the locating of the fiction (McAuley 2010: 222). 
 In traditional playtexts, stage directions commonly contain some indication 
of the fictional place, which in most cases, offers a rudimentary indication such as, 
“a house in Katong” or a fuller description of pertinent features, and the entrances 
and the exits of characters. They may also include reference to the necessary scenic 
features, although this may not be specified in direction, but emerge from the 
mechanics of the action as the actors explore the playtext in rehearsal. Some 
playwrights provide detailed descriptions of fictional place while others imagine 
place in the context of the staging conventions of their day and describe aspects of 
the presentational space, such as the location of stage doors and windows (McAuley 
2010: 222 -223). 
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 This chapter examines the Haupttext and the Nebentext of a select number 
of gay Singapore plays written by gay Singaporean playwrights, in an attempt to 
decipher how gay space is depicted via text. The playtexts have been chosen for 
their iconicity and their place in the history of Singapore. The playtexts in concern 
are: First, Russell Heng‟s Lest the Demons Get to Me (1993). While it is not an 
explicitly gay play, it was chosen as it was the first Singapore English play to 
explore an alternative sexuality and also because how place is articulated in the play 
is representative of how gay spaces were articulated in Singapore plays. As Seet 
observes, transsexuality and transvestism were artistic means to bring about gay 
issues to the fore (1999); second, Otto Fong‟s Another Tribe (1992 trans. Tan), the 
first locally written play in Chinese on gay identities and subjectivities and being 
gay in Singapore; third, Yak Aik-Wee‟s Streetwalkers (2009), the case in which a 
popular gay cruising spot becomes inscribed to a play; fourth, Alfian Sa‟at‟s Asian 
Boys Trilogy published recently as a collection of plays (2010), especially Asian 
Boys Vol. 2 – Landmarks (2003) as they were the first Singapore plays to deal 
explicitly with the notion of gay space and named gay places in Singapore. 
2.1 Lest The Demons Get to Me (1993) 
ACT ONE 
SCENE ONE 
(The scene is in a rented room in an apartment probably somewhere in 
Geyland, and furnished in a way typical of a flat in that 
neighbourhood… Kim Choon, the Bugis Street transvestite, stumbles in 
all dolled up and singing the last few lines of the theme song from “The 
Final Night of Madame Chin”.) (Heng 1993) 
 
Consider how the play, centred on the transvestite character Kim Choon is 
set. There are no specifics regarding the location of the place, no landmarks and no 
addresses. It is simply situated “probably somewhere in Geylang” (Heng 1993). 
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While the location is named, much uncertainty and fuzziness surround its co-
ordinates. Even the playwright acknowledges the setting as an unsure notion, by 
means of the word, “probably”. The generic nature of its location could “probably” 
allow the play to be transplanted and placed in any locale. The play is set in a 
probable location, which in turn speaks of how the situation that is explored in that 
play is a probability in any part of Singapore. Yet more pressing is the issue of how 
the location enforces a stereotype representation of alternative sexuality in 
Singapore - the characters are considered taboo and can only exist in the fringes of 
society. In this case, the area associated with Singapore‟s vice and prostitution 
district – Geylang.  
 The other place that is prominently named is Bugis Street: 
KC:  Not Anita, the singer, but Anita, my best friend, who works 
with me on Bugis Street. (29) 
KC: But no, I don‟t want to talk about it. My friend or my sister, as 
we call each other on Bugis Street… (29) 
KC: …announcing his intention to be there with some of his 
friends to witness the passing of Bugis Street… (30) 
KC: I am going to be there for the final night of Bugis Street with 
some friends. (30) 
 
Bugis Street is further mentioned on pages 32, 33, 34, 36, 49. With Bugis 
Street being mentioned so significantly in the dialogue, the fact that the play is set 
in Geylang, becomes obliterated. This means that the place is irrelevant to the play 
and serves as a backdrop for the presentation of other issues. Bugis Street is not 
actualised in the setting of the play and the characters never set foot on Bugis Street. 
The location in this play is referenced to, but the play is not set in the location that 
is named. While the action may be located to Singapore, it cannot be rooted in 
tangible reality, which is why place in this play is a constantly deferred sign with 
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the characters rooted only via proxy. Gay space appears thus as mediated, deferred 
and cannot be conclusive or concretised.  
 Significantly, the characters in Lest the Demons Get to Me, are never found 
outdoors. All the action occurs behind closed doors and screens – “in the same 
room”. This reflects how homosexuals and people of alternative sexuality were 
supposed to behave in the 1990s and even to this day in 2011, are compelled to live 
private lives and under a shroud of secrecy. This arguably appears to be changing 
with the advent of Pinkdot, but is subject to much controversy in part due to a 
contention regarding the binary of public and private space and will be explored 
further in the later chapters. Lest The Demons Get to Me ends with the character 
Kim Choon indoors, reading a birthday card and holding an air ticket to America. 
The audience is left with a tableau of Kim Choon changing back and forth from a 
dress to men‟s clothes while the lights fade out. The ambiguous ending suggests a 
glimpse of possibility, that Kim Choon might be able to live out her secret life, 
openly as a woman rather than a man, however, this possibility is not found and 
cannot be found in Singapore. She is entrapped and the only way she can find her 
place in society is to leave Singapore and to find her place in a foreign land. 
 
2.2 Another Tribe (1992) 
Another Tribe or <<异 族>> in Chinese, explores the metaphorical space of 
the closet and homosexuals “coming out” in Singapore to claim some semblance of 
place. The original Chinese title translates literally to mean “Another Ethnicity” and 
inherent in its meaning is Otto Fong‟s trope that being homosexual in Singapore is 
as ordinary as that of encountering a different race. However, the setting of the play 
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is generic and ambiguous, shifting and without co-ordinates. The only scene which 
contains a tangible place setting and where the characters Bobby, William and Chao 
Yi first meet Lai Xing, is set in a nameless “dance club where homosexuals 
frequent” (<一个同性恋者常去的舞厅>) (3). A large part of the rest of the play is 
set in various nightmarish dreamscapes, in the mind of Chao Yi, where emaciated 
bodies writhe and dance on the stage as they surround the characters (2); or 
mythological characters like Justice Bao and a Taoist priest wrestle with the Chao 
Yi (8); and resurrected zombies suffocate Chao Yi (15 – 16). The formlessness of 
the dreamscape that represents the place setting, speaks of the placeless-ness of 
homosexuals living in Singapore in the 1990s. Homosexuals were actively 
prosecuted during that time, with raids and police entrapments (Au 2009) and it was 
inevitable that the homosexual community in Singapore had to live practically 
under the radar and in hiding, as the characters in the play articulate: 
Bobby:  I would advise you not to follow in my footsteps. I 
was stealthy and hiding all the time, but in the end, 
the only person I sleep with is me.  
William: Bobby… 
Bobby: I believed that I was and am a law-abiding citizen: I 
always flush after I use the toilet; when I am waiting 
for the train, I stand behind the yellow line! When I 
travel into Johor, I fill my petrol tank to the brim… 
but all these for whom? (points at the audience) For 
them? A shameless heterosexual couple, may kiss 
publicly on the MRT from Orchard to Bishan, but we 
have to run sneakily into the toilets and still be 
arrested by the Police!  
Police:  Sir, please don‟t be rash, we will help you. 
Bobby: Help me? You fucking police are the ones who 
pushed me to the brink! When I went to East Coast 
Park, I was arrested! At Hong Lim Park, I was 
arrested! Now I am going to jump from this building, 
and you are here to interfere? If I climb down, you 
will surely send me to Tan Tock Seng Hospital!  




What Fong has done is to incorporate a social document recording the 
arrests of the homosexual community in Fort Road and in Hong Lim Park into the 
dialogue of the play. However this alternative piece of History is inevitably read as 
a piece of imaginative fiction. That it is framed between the nightmare scenes 
further obfuscate its reality. There is an issue with the treatment of place in gay 
Singapore plays, for places which might bear importance to the gay community in 
Singapore are merely mentioned in passing. The playwright in an attempt to 
remember the place, names the place in the text of the play, but does not carry the 
thought any further. The places are named, but the question, “What next?” is not 
answered. These words come to mind: 
A map says to you, “Read me carefully, follow me closely, doubt me 
not.” It says, “I am the earth in the palm of your hand. Without me, you 
are alone and lost.” 
And indeed you are. Were all the maps in this world destroyed and 
vanished under the direction of some malevolent hand, each man would 
be blind again, each city be made a stranger to the next, each landmark 
becomes a meaningless signpost pointing to nothing (Markham 1983). 
 
The naming and signposting of space turns these spaces into landmarks and 
in turn these landmarks, or points of reference, mark out the place. Having marked 
the place, a person may then navigate his or her path. While the act of nomenclature 
is important in that it becomes a mnemonic - an anchor to the memory of that place, 
the boundaries of memory and of History as it is being constantly rewritten, are 
constantly shifting and people are constantly forgetting as new memories replace 
the old. The naming of place such as of “Hong Lim Park” or “East Coast Park” 
would thus only hold significance for the people who are acquainted with what 
happened in those places and even then, unless they were the parties involved with 
the arrests in the 1990s, would only have a vague idea via secondhand reports of 
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what happened then. Likewise, if there were no map attached to the naming of place, 
with a map loosely taken to mean a specific context in this case, each “landmark 
becomes a meaningless signpost pointing to nothing.” (Markham 1983)  
2.3. Nomenclature as a Strategy 
Nomenclature becomes a powerful strategy if a context is attached to it, or if 
affirmative or effective actions accompany it. Unfortunately, nomenclature is a 
strategy that many gay Singapore playwrights superficially employ. As an 
illustration, in sex.violence.blood.gore, the naming of gay place occurs under the 
frame of a heterosexual sadomasochistic game, with the frames of a game and of 
playing already limiting how audiences might treat the content: 
Jeremy: [Reading from a card] Where do faggots go to get a 
quick blowjob in the bushes? 
Yin: Fort Road! 
Jeremy: Correct!  
… 
Jeremy: Where do the perverted Ah Kuas and Pondans hang 
out? 
Yin: Changi Village! 
[James whacks Yin and she yowls in pleasure] 
… 
Jeremy: Where do all those sex-starved homosexuals go 
straying like cats in heat? 
Yin: Tanjong Pagar. But must wait for 11pm onwards! 
[Whack] 
Jeremy: Where can you go to test your car‟s suspension by 
humping and bumping in its back seats? 
Yin: East Coast Park! But remember to stick newspaper on 
the window [Whack!] 
Jeremy: Where can you find hunky undercover policemen 
walking around to trap desperate gay men? 
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Yin: Bedok Stadium! But got no undercover policewoman 
to trap desperate straight men! … 
                                                       (Alfian 2010: 249 – 250 ellipses Tan) 
 
In Mardi Gras (2003), Sharma‟s treatment of place is purely conversational 
and places such as “Buona Vista Swimming Pool” (5), “Raw”, a gay sauna (6),  
“Backstage”, a gay pub (15; 34), “Tabs” for Taboo a gay club (17; 34), “One 
Seven”, a gay bathhouse (17; 18), “Waterbar” (22) and “Babylon” (34) are named 
in the dialogue. Yet, the play occurs indoors, in “a modest living room/kitchen” or 
on the “balcony” of that same apartment (2003). The places named in Mardi Gras 
create a map of gay cruising and sexuality, yet to what effect does such a map have? 
Naming in this case enforces the detrimental stereotypes surrounding gay identities 
and gay places - that homosexuals are promiscuous and cannot be taken seriously as 
their lives revolve around parties, drunkenness and orgiastic debauchery and in 
places of vice. Ironically, the naming of place also traps the gay characters in such 
places. That place is encountered as a series of verbalised remarks occurring 
indoors, is a manifestation of how gay spaces (and even when they are named as 
places), are shut in and cannot exist in the open as space that is accepted and 
legitimate. In Mardi Gras as with many gay plays in Singapore, gay space is 
textualised and created by words and the text. However, this text-created space 
lacks the same performative impetus of Austin‟s Speech-act (Austin 1962). It 
remains in the realm of the fictive and lacks effect. The danger also lies in the 
strategy of naming losing its impact, as people become numb or acclimatised to it, 
having been used rather flippantly in many gay Singapore plays. Worse still is how 
nomenclature‟s power to affect people diminishes over time, especially for the 
people who have no memory of the actual historical events. 
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2.4 Streetwalkers (2009) 
Streetwalkers by Yak Aik-Wee centres on the inter-relationships and the 
intertwining of the lives of three men of different age groups and social strata as 
they navigate their way along a dark street alley in Singapore. The treatment of 
place in this play comes across as curious, for while the setting of the play occurs in 
a place that is deemed to be associated with the gay community in Singapore, the 
place, a street, is not a place of permanence like a dwelling place but a place of 
passage. It is a place of transit, a path where a person transmutes from point A to B. 
The place, otherwise known as the distance found in the in-between of two locales 
therefore is a liminal space and to situate the characters in such a space identifies 
them as passing, transient and temporary.  
While the gay club Taboo is mentioned in the dialogue, “I just came from 
Taboo,” (7) as homage to a landmark and an icon situated amidst the gay landscape, 
the play progresses in a setting that is generic and mostly nameless. The playscript 
makes no reference to the name of the place, but situates the play along the likes of 
a “quiet, dimly lit street” (1), “at the same street” (7), “a different street in a 
crowded area” (9), a generic and nameless “coffeehouse” (20), “Gerard‟s flat” (14) 
which is known to be somewhere in Queenstown (38), “the street” (36), “Gilbert‟s 
place” (47) and another nameless “quiet street” (66). Although there is no mention 
of the place in the script, the collateral – the flyer and the review of the play in the 
newspapers have placed and named the setting as Ang Siang Hill: 
Their separate lives become intertwined through accidental and 
deliberate encounters in the dark alleys of Chinatown‟s Ang Siang Hill. 
(Streetwalkers Performance Flyer 2009)  
The three men navigate their ways to find love, wealth and happiness 
against the backdrop of Ann Siang Place, a one-way street once 
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populated by remittance houses and letter-writing shops – catering to 
early Chinese immigrants. (Streetwalkers Performance Flyer 2009) 
Streetwalkers is ostensibly about three men who work the neon-lit 
streets of Ang Siang Hill where gay men cruise for friendship, sex or 
transactions. (The Straits Times 3
rd
 August 2009) 
 
Therein lies the curious case of the iconicity of the actual locale, as a 
popular gay cruising spot, informing the staging (projected images of Ang Siang 
Road were used to demarcate the place in the staging of the play) and the audience 
perception of the play. Streetwalkers was written in a manner which allowed for the 
artistic license of the director to stage it in any place and context, however the 
paraphernalia and its associated contents have fixed the location of the play in a 
particular locale in Singapore – Ann Siang Hill. As a result of this debut staging, 
Streetwalkers and the themes it explores, will forever be fixed in a particular spot. 
In Streetwalkers, we see an echo of Aronson‟s commentary on Tony Kushner‟s 
Angels in America (1993). The play in essence, ranges through unremarkable 
apartments and streets that carry no particular resonance except what is bestowed 
upon them by their occupants. The street then becomes a place for those who do not 
fit anywhere else. It is the place of the displaced, the misplaced, the outsiders, the 
adventurers, the seekers and the searchers (See Aronson 2005: 182 -193). 
2.5. Asian Boys Vol. 1 - Dreamplay (2000) 
Alfian‟s Dreamplay explores an incarnation, in which the body becomes a 
personification of idealised spatial co-ordinates. Space and place are personified by 
the human being who carries the title of the various districts on the pageant sash – 
“Miss Toa Payoh”, “Miss Katong”, “Miss Sengkang” and “Miss Bedok” - 
representatives embodying all the qualities of the estate, having won the intra-
district contest, for a place to be crowned the representative beauty queen of 
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Singapore and then to participate on a world-wide stage. However, Dreamplay 
subverts the notion of the pageant and the representational politics of a place by 
extension, as the ladies are in fact sexualised drag queens (See Sc. 2 – 3). The 
placing of drag queens in a beauty contest seems to be a strategy to disrupt the 
heteronormativity of the idealised representations of space and appears to be an 
effort in reclaiming what is associated with the heteronormative for the queer. In 
Scene 6 the body as representative of the space of places is further explored. We are 
brought to a coolie‟s quarters and the human body takes on the markings of 
physical space when the character Ah Seng maps the countries China and Nanyang 
and re-names the parts of the body with the names of those countries on the 
character Ah Hock‟s back. Ah Seng also fingers Ah Hock in the anus and names 
that part of the body as Nanyang. Nanyang was Singapore‟s name in olden times 
and to associate the anus and the act of sodomy with the country, questions and 
subverts inherent assumptions about the sovereignty of the country. Subsequently, 
the text of Dreamplay mentions certain gay places, as if to document their existence 
- Treetop at Holiday Inn, Pebble Bar at the Hotel Singapura Forum, Yangtze 
Cinema, Ann Siang Hill (Sc. 5). Yet these mentions are but superficial treatments 
of those spaces and bear no efficacy for they are framed in the form of a 
dreamscape or phantasmagoria, becoming mythic as they are woven with other 
narratives. In Scene 7, the news of the arrests at Tanjong Rhu is made reference to. 
Yet it is contextualised against the backdrop of the Japanese Occupation, making it 
doubly removed and alienated to a generation that has already forgotten about the 
arrests at Tanjong Rhu. While Dreamplay explores certain strategies to upset the 
heteronormative politics behind the representation of places and also provides an 
avenue to create a social document of the actual gay spaces in Singapore as part of 
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its script, how it ends is telling. The layering of the myth of the monkey god 
searching for enlightenment in the west, speaks of the on-going search for 
validation by the gay community in Singapore. Agnes, the goddess character is 
handed a dildo – a tool of self-gratification and perhaps of self-delusion by Boy the 
protagonist. The play closes with the switching on of disco lights and music (sc. 9), 
attesting to how transient, sensationalised and short-lived the state of gay space in 
Singapore is - When the party ends and the strobe lights dim, so too the revelry and 
the imagined communitas of a floating gay community. It is ironic how the youth 
wing of the People Action Party, the ruling party in 2008, in its attempt to connect 
with the populace, adopted the tagline, “Your Place, Your Part, Your Party” 
(ChannelNewsAsia last accessed 12
th
 Dec. 2011, 1723hrs). 
2.6 Asian Boys Vol. 2 - Landmarks (2003) 
Landmarks is a volume containing eight short plays and as it is befitting of 
the title, each play is framed by a place in Singapore that contains a history of 
homosexual cruising – Katong Fugue, Maxwell Food Centre, Raffles City 
Rendezvous, California Dreaming, The Kings of Ann Siang Hill, Downstream 
Delta, My Own Private Toa Payoh and The Widow of Fort Road. The umbrella title, 
Landmarks, is apt as this is a landmark text, as it is the first time in the history of 
Singapore playwriting that explicitly marks out and names the homosexual cruising 
spots in Singapore, elevating what are largely hidden areas to prominence in the 
text by making the names of the places, the titles of the eight short scripts. Like a 
map, the co-ordinates of gay spaces are given visibility and tangibility via 




2.6a. Katong Fugue 
The setting in Katong Fugue, is located in a house along the Katong area 
and the notions of personal space, belonging, home and place are explored - the 
character Son says, “It‟s the only place in this house,” in response to the character 
Mother saying, “You‟ve locked your room again,” (1). Although the house is built 
beside the sea, a symbol of vast space and freedom, the characters are not the turtle 
(3; 6) that swims freely in the sea. Even then, the turtle that is talked about is a 
turtle that is grounded and vulnerable in its egg-laying. The space of the beach then 
becomes a dangerous place. This is not a free space that is presented, but a space of 
fear. The action of the vignette occurs indoors and within the walls of heavily 
guarded and locked rooms. Like the metaphorical space of the closet, gay space 
cannot expand outdoors, but has to remain secretive, locked in and spoken about in 
hushed tones. How space and place has been set here, echoes the numerous gay 
plays in Singapore that have either been consciously or unconsciously set indoors.  
There is a fear of the outdoors. The homosexual person cannot venture out into the 
open for fear of ridicule, grief, vulnerability and censure. The walls around the 
space of the closet hence are high, to give the homosexual person a means of 
protecting himself. Inherent in this piece is also the generic fuzziness surrounding 
the naming of the place that is found in the likes of Lest the Demons Get to Me. In 
this case, the reluctance to name the specifics of the place represents a fear of 
identification and echoes the political climate of Singapore, where even in private 
spaces, homosexuality is considered illegal and the outing of a homosexual‟s sexual 




2.6b. Supper at Maxwell 
Maxwell Food Centre is an interesting place of choice to highlight in the 
text, for it is often identified as a gay place, due to its close proximity to the now 
defunct gay sauna at Ann Siang Hill (the details of this locale will be expounded 
upon later) and the clubs of the 1990s and early 2000s which made up the gay 
clubbing scene of Singapore, namely the now defunct Why Not, Happy and Mox 
Bar and Café. Maxwell is still crowded on the weekends from the stream of gay 
party-goers from the likes of new establishments like DYMK, and the evergreen 
Taboo and Tantric Bar near Neil Road and Duxton. Nonetheless, Alfian‟s treatment 
of Maxwell rewrites the sexual undercurrent of the place with a bittersweet, even 
romantic take about finding love in the homosexual circles as the character Danny 
is enamoured with a deaf man he has seen in the club while his friend Gordon, is 
secretly in love with Danny. While outside of the play, cruising between men does 
take place in Maxwell, Alfian has written a narrative over the seedy nature of the 
place to allow for the capacity of romantic love to occur in that place and to provide 
us with an alternative understanding or re-understanding of the place Maxwell Food 
Centre.  
2.6c, Raffles City Rendezvous 
This play deviates slightly from the previous two, for unlike Katong Fugue 
and Supper at Maxwell, the happenings that occur in Raffles City Rendezvous are 
not set in the title location. The place Raffles City, is mentioned 4 times, including 
the title of the piece in the discourse that occurs consisting of two mentions in the 
beginning (13) and another time two pages down (15). While the place does not 
feature prominently as the set for the dialogue, with the two characters situated out 
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of that place, it is constantly referenced to. In this context, there is a disjunction 
between the physical body and the spatial co-ordinates that are referenced to. Yet 
the utterance of the name conjures up the images associated with that place. The 
mention of the place creates an intertext which the audience has to negotiate with, 
in their minds‟ eyes. The cognitive processing of the auditory information of the 
place, in this case the utterance of the name Raffles City creates a first-order 
cognitive state and although there is no real object for the contents of perception to 
concern, it is represented in the perceptual system (Chalmers 1996: 220-221). This 
cognitive result of the utterance is bi-directional and is experienced simultaneously 
as the words are uttered, occurring first in the actor who utters the words and at the 
same time in the audience member watching the actor uttering those words. Thus 
there is no need for the characters to be situated in Raffles City, for the mention of 
Raffles City recreates Raffles City in the minds of both the actors and the audience. 
Place then becomes an citation that exists as part of the plot development in Raffles 
City Rendezvous, but also acts as a constant referent to the audience‟s own 
experiences in Raffles City and plays on the idea as to whether the audience has any 
prior knowledge regarding Raffles City as a prime cruising spot (trevvy.com 2010). 
The audience then constantly negotiates with the induced cognitive images and the 
memories of the actual locale with that of what is happening on the stage, to frame 
and to contextualise the dialogue that occurs between the characters Mike and Kiat 
as happening within that space. It can be argued that the mention of the space is not 
so important to the development of the plot as compared to how space is treated in 
Katong Fugue and Supper at Maxwell. The intertext that occurs for an audience, 
who knows about the gay happenings at Raffles City, termed as the headquarters  
for gay cruising (trevvy.com 2010), will be different for an audience who is clueless 
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about those gay encounters, creating a different construction, perception and 
subsequent visualisation of that place. At the same time, to situate the sexualised act 
of a threesome outside of the place Raffles City in Landmarks desexualises the 
actual place. There exists an attempt to disassociate the space with the sexualised 
cruising it is associated with. The place of Raffles City is the Derridean deferred 
sign. It is referred to but it is not actualised and constantly evades direct meaning 
making. Place here is always at a distance from its actual locale and thus is always 
at a distance from any supposed clarity of consciousness (The Internet 
Encyclopedia of Philosophy, last accessed January 2012). 
2.6d. California Dreaming 
There is a curious mangling of time and space in California Dreaming. 
When Alfian wrote Landmarks in 2003, the annual Nation party had just concluded 
its run and so the script was written post-event, yet, Landmarks was staged in 
February 2004 by local theatre company Wild Rice (dir. Heng 2004), and the party 
in the script is also framed as an occurrence on that night that was yet to happen in 
the scene. It is a projected party the characters are getting ready for and this made 
the script prescient before the landmark Nation IV party in August 2004 that 
attracted such a large following, it caused all other Nation parties to be banned in 
Singapore. While the setting in this short play is unknown, what is made tangible is 
the projection of the space the characters were going to be in – Sentosa, as the 
character Leon says. “The whole of Sentosa is going to be pulsating with our 
presence,” (22-23) and the space the characters hope to be in – Los Angeles, 
California, Amsterdam, Copenhagen, Sydney and San Francisco (24). Yet, it is 
telling that the party is situated on Sentosa, the island playground of Singapore that 
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also has a burden of being identified as an “outcast” (23). The script thus questions 
the reasons behind the inability to host the party on mainland Singapore. It speaks 
also about how ultimately gay space cannot be found, nor would the place of gays 
be recognised in Singapore, and hence the poignant dreaming of another more 
welcoming place, away from and out of Singapore. The framing of the vignette 
through the song California Dreamin, by the Mamas & the Papas implies this: 
California Dreamin is a song written in the era of free love and of sexual revolution 
and also speaks about the longing to be somewhere else (NPR „California Dreamin‟: 
Present at the Creation, last accessed January 2012). The allusion to the theme of 
going away to a better place is clear. The setting of an actual historical event – the 
Nation party in the words of the song problematises the event and obscures its 
significance via the fiction painted by the song. Set in a context outside of 
Singapore and also alluding to other fictive works like Wong Kar Wai‟s Chungking 
Express (1994) which uses California Dreamin as its theme song, posits that the 
possibility of a tangible gay space in Singapore is but a furtive longing in the mind. 
The associations with LSD abuse, melancholic dreaming and the possibility of 
hallucination (expressed in Chungking Express 1994) pegged to the song ultimately 
place the Nation parties and the possibility of a tangible gay space in Singapore as 
dismal and induced by fantasy.  
2.6e. The Kings of Ann Siang Hill 
According to official sources, Ann Siang Hill was originally known as 
Scott's Hill and was owned by Charles Scott who cultivated a nutmeg and cloves 
estate on it. He sold it to John Gemmil who re-christened the place as Gemmil's Hill. 
The hill's name was changed again when it came to be owned by Chia Ann Siang, 
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around the turn of the 20th century and the hill was renamed as Ann Siang Hill. A 
Cantonese burial ground, one of the oldest Chinese burial grounds in Singapore, 
used to be located at the foot of this hill where it met Mount Erskine and was in use 
until 1867. This graveyard was exhumed in 1907 and a portion of it was developed 
as a part of the Telok Ayer reclamation project. In the 1890s, when this hill was 
known as Gemmil Hill, a Malay college and high school was moved to this place 
from Telok Blangah to provide education to the son of the Temenggong of Johor 
(National Library Board, Ang Siang Road 2003). What is not said in the official 
sources is that Ang Siang Hill was and still continues to be the site of gay cruising 
activity which was in part due to the presence of two gay saunas that once serviced 
the area – Stroke at 22, Ang Siang Road and RAW at 45, Ang Siang Road. (The 
Singapore LGBT Encyclopedia last accessed January 2012). It is this place of 
multiple histories, identities and of an underlying sexual current that Alfian 
references this vignette to. Ang Siang Hill and its surroundings are not innocent 
spaces. However, the expectation linked to a place of sexual gratification is 
overturned by Alfian, for the scenario that is presented to us in that place, is that of 
an old man not searching for sex, but rather who is having a family outing to find 
himself a potential son-in-law. Place in this sense becomes a setting for the living 
out of a fantasy – the fantasy of copulating with a muscular hunk with the stigma of 
HIV removed and also the place as containing the fantasy of possibilities – of 
homosexual love, marriage and gay family units. The script is a literary text that 
also acts as a social document of the gay cruising spots that might have once existed. 
As a re-visiting to Asian Boys Vol. 1 – Dreamplay, there is once again the 
mentioning of Pebble Bar and Treetops and in Landmarks, the addition of Hong 
Lim Park and Fort Road (31), as if the writing down of these places would serve to 
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preserve their unwritten histories forever in text, albeit fictional text. Today, the 
building that once housed RAW, one of the bathhouses that is alluded to in the 
script, no longer stands at Ang Siang Hill, but was replaced first by a dart-throwing 
pub and most recently, by a restaurant – The P.S. cafe. Stroke became defunct two 
years after it opened as well and no longer exists. The reference is now out-dated 
and doubly removed from its original location.  
2.6f. Downstream Delta 
Delta Swimming Complex is touted as the swimming complex in Singapore 
with the most cruising activity (trevvy.com 2010). It is so busy in the showers for 
the wrong reasons that the Singapore Sports Council has taped a sign at the 
entrance of the showers declaring that thongs, G-strings, skimpy swimwear and 
translucent trunks are not allowed. Yet Alfian has created a paradigm shift in the 
consideration of the place in Downstream Delta, for while expectations are built 
with regard to a homosexual and sexual relationship, with words like, “You want to 
talk about numbers? You were 30 degrees relative to the vertical.” (36) It turns out 
that the characters Felix and Jack are in a strange brotherly best-friends relationship 
with Jack being a heterosexual male and Felix, a homosexual male, after a 
misunderstanding at Delta occurred, causing Felix to think that Jack was cruising 
him. The place in this case, becomes a space of possibilities – “I never thought I‟d 
make a best friend out of someone who picked me up from the swimming pool,” 
(38) and also acts as a trigger for reminiscence and memory  - the characters Felix 
and Jack remember how they first met at Delta Swimming Complex. Yet the fact 
that this is a playscript, reminds us of how fantastical the possibility of something 
like that occurring is. While the actual place continues to exist as a cruising site, it 
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too has become a site of scrutiny and occasional raids by the police. Even the 
possibility of a sexual encounter between homosexuals in Delta Swimming 
Complex has become diminished due to the danger associated with cruising in that 
place. 
2.6g. My Own Private Toa Payoh 
My Own Private Toa Payoh is the only vignette from the eight that does not 
leave much of an impression. The setting of “a two-room flat in Toa Payoh” is 
mundane and generic. Place in My Own Private Toa Payoh due to its generality, 
and non-description becomes ironically a non-space, which echoes the non-place 
where the two characters Meng and Aloysius are in. As social escorts in society, 
they are out of place and can only exist at the fringes. The play overturns the 
family-oriented and friendly Housing Development Board estates by giving them a 
seedy undertone. With this vignette, a neutral place is sexualised and subverted, in 
contrast to the other vignettes in which the non-innocent spaces of Katong, Delta, 
Maxwell and Ann Siang appear naïve. Nonetheless, the sexual depictions and 
undertones in My Own Private Toa Payoh, are mild and sanitised by the standards 
of Folsom Street (Folsom Street Fair Gallery 2011). 
2.6h. The Widow of Fort Road 
What the public tends to forget, art tries to reinforce, re-state, re-tell, re-
stage and re-create, so that there will always be a trigger for remembrance. While 
the police clampdown and arrest operations at Tanjong Rhu happened but a decade 
ago, it has almost been erased from the consciousness and memory of the people. 
Taking what was explored in Dreamplay further, the space of Tanjong Rhu and 
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what happened in that place are socially documented and archived in the play text 
vis-à-vis the re-telling of what happened in that place, in the hope that the memory 
of the atrocity will be kept alive. The Widow of Fort Road departs from the 
fictional way Tanjong Rhu was set in Dreamplay, and sets it in a realist mode, 
creating greater affectivity as the audience then are able to identify with something 
that is less removed from them. Yet, The Widow of Fort Road is not just framed as 
a dreamscape, in which Kelvin appears to Sandra after his death but also as a re-
calling of memory – with the dual premises of the dream and of memory being 
inherently flawed and unreliable. Nonetheless, Alfian explores in The Widow of 
Fort Road, how physical gay space –Tanjong Rhu, as the character Kelvin says, “It 
was the only place we had. That strip of reclaimed land,” (56) is physically 
transformed into and becomes virtual space -“People who say the Internet didn‟t 
revolutionise anything don‟t know what they are saying. There‟s classifieds, 
personals, forum, billboards… there‟s a whole community out there,” (53) as it is 
erased via construction. This perhaps is a commentary on the current state of gay 
spaces and places in Singapore. It is the virtual site that takes precedence and 
eventually, it is the virtual site that will remain as with the refurbishment of Fort 
Road and Tanjong Rhu with the on-going construction to build a condominium and 
a golf course over the cove of Casuarina trees even as this thesis is being written.  
2.7. Asian Boys Volume 3  - Happy Endings (2007) 
This play in the trilogy completely fictionalises the notion of gay space, as 
the space that is explored becomes embodied and is framed via the fictional text of 
Johann S. Lee‟s Peculiar Chris and not quite unlike Dreamplay, is staged vis-à-vis 
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the fantastical character of a literary Muse, who ultimately, as he confesses, is “not 
real” (2). How effective are the gay spaces acted out and paid homage to then? 
 Returning to Ng‟s argument that inherent in the notion that greater visibility 
of gays via the increase of Singapore plays exploring gay themes, results in greater 
space for gays (2008), the examination of iconic gay Singapore playtexts prove that 
gay space, whether imagined or factual, as it has been written, is in fact limited and 
























((Maybe, if we could revisit the definition of same-sex intercourse or 
heterosexual intercourse, homosexuals may be able to see the light 
amidst the confusion, and live with heterosexuals in the same space. 
(Chua, Richard 2004)) 
The Chinese words “一起生活”are translated to mean, “To live together in 
the same space” and allude to multitudinous layers of meaning as to what space 
might mean. The words, “生活”(pronounced sheng huo) may mean: “lifestyle”, “a 
way of living”, “survival”, “sustenance” and “life”. The space of the theatre is seen 
as a hopeful space as it facilitates the sharing of the same living space between the 
heterosexual and homosexual members of the audience as they watch a 
performance together. The theatre also creates a space for gay people, which is 
public. Paid tickets are collected for entry and it is a place that is subject to 
censorship, regulation and licensing. It might be argued that there are other places 
also deemed public and under the jurisdiction of licensing laws as well, such as the 
gamut of gay pubs, clubs, bathhouses and saunas situated in the Chinatown and 
Tanjong Pagar area of Singapore. Yet a semiotic evaluation of these places and the 
space of the theatre reveals that the space of the theatre, is a place that announces 
publicly, its temporary identity as queer whenever a gay play is staged via nation-
wide outreaches and marketing endeavours. There is a public announcement that 
the play to be staged explores gay themes and members of the public are clearly 
informed that the play is a gay play and having bought their tickets, are in a contract 
to accept that the space will be temporarily queered by means of the staging of such 
a play. On the other hand, the gay bars, saunas, clubs and discotheques choose to 
remain ambiguous about their identity and while it is implicitly recognised by 
41 
 
people in the know that such establishments cater to the homosexual clientele, these 
places never make public announcements that they are gay spaces and their facades 
often appear neutral, barely drawing any notable attention to themselves, until a 
person in the know passes through the entrance. The now defunct Why Not in 
Tanjong Pagar possessed a very plain façade that opened to a world lit by purple 
UV lighting, hyper-muscular male wait staff in tight muscle tees, thong-clad male 
pole dancers and glittery disco balls; MOX also now defunct, was nondescript and 
ordinary until the lift door opened up to the venue where the interior of the club was 
decked with flamboyant purple and pink feather boas and an excess of disco mirror 
balls, with an entourage of singing drag queens entertaining its guests.  While the 
space and place of the theatre offers a place that may be seen as a public space and 
which sanctions the possibility of an openly, even if temporary, gay space, the 
apparent trend in Singapore theatre is to represent gay space as out-of-the-ordinary, 
as if the subject of gay space and place may only be approached via metaphor and 
allegory. The staging of gay plays often create gay worlds and spatial 
configurations that are other-worldly, fantastical, phantasmagoric and ethereal, for 
example, the set of Lovers‟ Words (2004) consisted of multiple levels of wooden 
platforms on construction scaffolding, while the set of Purple staged by Toy Factory 
in 1998 was constructed out of vitreous material and acrylic. These in turn, are 
salient points of reference to the state of gay place in Singapore as imagined and 
imaginary. The plays that will be examined as case studies for this chapter are, 
Asian Boys Vol. 1 – Dreamplay (2000) by Alfian Sa‟at and staged by The 
Necessary Stage, A Language of Their Own (2006) by Chay Yew and staged by 
Checkpoint Theatre and Asian Boys Vol. 2 –Landmarks (2004) by Alfian Sa‟at and 
staged by Wild Rice. 
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3.1. Staging Asian Boys Vol. 1 – Dreamplay (2000) 
 
Fig. 1 Asian Boys Vol. 1 – Dreamplay staged by The Necessary Stage – Opening Tableau 
The set of Asian Boys Vol. 1 – Dreamplay was designed along the lines of 
the six-coloured rainbow, utilising the colours red, orange, yellow, green, blue and 
violet. It consisted of two wooden ramps, and two platforms, where the walls of the 
blackbox were draped with a floor-to-ceiling, blue curtain with sewn satin clouds. A 
sense of the pastoral is evoked with the backdrop of the clouds and the green 
carpeting evoking the sense of grass. That the set creates a disquieted sense of 
disjuncture is in part due to the way it blatantly puts its own artificiality on display. 
The ramps are not hidden, nor the metal ladders. Each colour is clearly 
compartmentalised and the platforms do not exist as an integrated landscape but 
disjunctive components of the stage. The characters dressed in stark white, stand 
out from the gaudiness of the set and also allude to how when all the colours of the 
rainbow spectrum are combined, they become white. The actors‟ bodies become 
part of the set and embody the space. The use of the colour white is symbolic in 
how it signifies a pure slate, that may take on any colour and also how it pays 
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homage to Singapore‟s ruling party‟s official all-white uniform. It intrudes upon the 
space. While it has been proposed that the theatre space may be a space that can be 
activated as a queer space, the artificiality of the set of Asian Boys Vol. 1 – 
Dreamplay thus proposes that gay space is a constructed and artificial entity. Its 
boundaries are indefinable and its frame of reference, a dream. The set of Asian 
Boys Vol. 1 – Dreamplay is a visual-spatial construct that is unstable due to the 
juxtaposition and the highlighting of its different components. The artifice draws 
attention to how this is not reality and denies its audience the pleasure of the 
suspension of disbelief. This alienation is further augmented by the deliberately 
clumsy postures of the actors – bringing to mind the Brechtian effect of alienating 
an audience to draw attention to certain issues. The directorial choice of costuming 
the goddess character Agnes in an afro wig, a white feather boa, a frou-frou cancan 
skirt and a black sling bag further subvert and even ridicule the notions of beauty. 
Agnes is clearly a character that is marked as extra-ordinary, as out of place. The 
play is also based on August Strindberg‟s A Dream Play which further frames the 
reality of the issues explored in a dreamscape. 
Pierre Quillard once said,  
The set should be a pure ornamental fiction which completes the 
illusion through the analogies of colour and lines with the play… The 
spectator will… give himself fully to the will of the poet, and will see 
in accordance with his soul, terrible and charming shapes and dream 
worlds which nobody but he will inhabit. And theatre will be what it 
should be: a pretext for a dream. (Quoted by Aronson 2005: 132) 
The staging of Asian Boys Vol. 1 – Dreamplay by The Necessary Stage, 
clearly draws attention to the pretext given by theatre as a space for the projection 
and the realisation of dreams. The audience is clearly aware of the frame – that the 
action occurs on a stage in a self-contained space that is carefully delineated from 
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the world around it (See: Aronson 2005) and there is a heightened awareness, 
created by the artifice, that the frame of the stage encloses an internal logic that may 
differ from that of its surroundings (Aronson 2005). As the action that unfolds 
before the audience‟s eyes is framed by the stage, the audience accepts its internal 
logic within the larger envelop – the larger frame of the theatre space itself. The 
audience thus is able to view a world on a different scale that obeys different rules 
and yet sit in their seats relatively undisturbed by this cosmic rupture (Aronson 
2005). Given this argument, is gay space as it is portrayed in a theatre space then 
ineffectual as the audience is constantly negotiating its referent to artificiality; to 
theatre as a space outside of ordinary place and space; as a space for play and 
playing, where ordinary time is suspended and the theatre audience is transported to 
a different time and place; and to the recognition that what is played on stage is 
nevertheless a narrative and a fiction told by someone?  
 





Fig. 3. Asian Boys Vol. 1 – Dreamplay staged by The Necessary Stage – Scene 6. Agnes and the Sexual Awakening 
 
 





Fig. 5. Asian Boys Vol. 1 – Dreamplay staged by The Necessary Stage – Scene 10. Agnes Blesses the Boy 
In the performance script of Asian Boys Vol. 1 – Dreamplay, the play ends 
with a mirrorball descending and with party music and disco lights coming on as 
Agnes bids a definite farewell (Alfian 2000). Yet the director, Jeff Chen chose to 
end the play with the characters in the original tableau that started the play, 
suggesting that there is no end and that the issues explored are locked in an endless 
loop of repetition. The play having received no closure thus locks the state of gay 
space in a vortex of uncertainty and ambiguity. The heavily built-up set also 
combined all elements of disjuncture to create a visually claustrophobic playing 
space, as if in a defiant move with regard to the placeless-ness of the homosexuality 
community in Singapore, to deliberately take up space and fill the space of the 
theatre 
3.2. Staging A Language of Their Own (2006) 
 At the other end of the spectrum is A Language of Their Own, staged by 
Checkpoint Theatre, for the first time after a decade of being banned by the 
authorities. While this is a play that was set in the United Kingdom, this was a play 
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that was denied its place in Singapore, thus it is interesting to analyse how 
Checkpoint Theatre went about the staging of the play. In stark contrast to The 
Necessary Stage‟s staging of Asian Boys Vol. 1 –Dreamplay in 2000, the stage is 
minimalistic and empty, save for a chair in the corner, the object, a simulacrum of a 
chair located in an another place and time (See Baudrillard 1994). It is a bleak and 
barren landscape that is painted, with light and a projection of clouds on a screen 
used to sculpt the space into an illusion of three-dimensionality, within the cubic 
framework of the stage (Aronson 2005: 17; Pilbrow 2000). The space is made 
malleable and transformable via the means of light.  
 
Fig. 6. A Language of Their Own staged by Checkpoint Theatre – Opening tableau 
The harsh fluorescent lighting used in the beginning and the end of the play, 
alludes to the harshness and the sterility of a hospital or a funeral palour with its 
harsh white lights. The lights create ethereal and other-worldly associations with the 
halo surrounding deities in art. This in turn, is informed by the projection of the 
constantly rolling clouds on the screen. The lights are wired to form a rectangular 
frame that immediately frames the stage as a box-like edifice. Its effect is that of a 
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fishtank and that the characters are trapped in a limited space that contains them. 
Yet this space is stark, dour and bleak. Home in this case, is not a welcoming space, 
but a lonely, rejecting one (See Kogl on empty space 2008). There is a play of light 
and of shadows on the dim, partially illuminated stage. The depicted space, echoing 
other gay spaces in Singapore, is present, yet absent. It cannot exist on its own but 
is a perpetual reflection/shadow cast by something else. 
 
Fig. 7. A Language of Their Own staged by Checkpoint Theatre – Opening scene 
The use of clouds, projected or otherwise, appears to be a general motif 
employed by Singapore theatre practitioners especially with regard to the staging of 
gay plays – seen in examples like Asian Boys Vol. 1 – Dreamplay (2000) and Asian 
Boys Vol. 3 Happy Endings (2007). While the clouds portray the idyllic and the 
pastoral, alluding to notions such as vastness, space, freedom, hopefulness and 
innocence, they also acknowledge, like the clouds, the fleeting, intangible, volatile 




Fig. 8. A Language of Their Own staged by Checkpoint Theatre – Projection of Clouds 
 
 
Fig. 9. A Language of Their Own staged by Checkpoint Theatre – Sex and Masturbation 
  The use of lighting and projections sculpt the space and fill the space, 
but these merely provide illusions of volumetric space. A projection is nothing but 
light and shadow reflected off a surface - It has no corporeality, it has no presence, 
it has no permanence. The projection exists only as long as the projection remains 
(Aronson 2005: 93). Hence, if the theatre is a space that makes visible and tangible 
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the flimsy idea of gay space, yet constantly stages gay space as other-worldly or as 
a projection, then the reality is this: That in actuality, there cannot be an actual 
space for gays in Singapore, but that which remains as a constant simulation and 
deferment of the noble dreams it envisions. The emptiness of the set creates a 
spatial abyss. Can gay space be tangible if it lacks corporeality and exists in a void? 
 
Fig. 10. A Language of Their Own staged by Checkpoint Theatre – Ending tableau 
3.3 Staging Asian Boys Vol. 2 - Landmarks (2004) 
At this point, it is pertinent to discuss the staging of Asian Boys Vol. 2 – 
Landmarks. Its staging straddles the in-between of having tangible set pieces and 
the starkness of an empty stage that is tempered by the projections of light, the use 
of gobos and visual images. Setting the play on a traverse stage implicates and 
includes the audience watching the play, yet for most parts the actual locations 
remained as citations and references. The places were not given identifiable 
markers, but were marked out by duct tape-rectangles on the floor. At the end of the 
play, the ensemble stood at various corners of the stage and unstuck the tape off the 
floor, merging the various cells and leaving an empty theatre space. Bach‟s Fugue, 
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played on the piano in the play, creates a landscape that is framed by sound and fills 
the space, yet in the final tableau, the unsticking of the duct tape was carried out in 
silence. The theatre space is seemingly filled with the presence of a soundscape yet, 
the reverberation of the echoes reflects the emptiness of the space. Sounds work to 
create an illusion of the fullness of a space that is filled, as their nature suggests that 
they permeate every nook and crevice. Yet the encounter with silence at the end 
proclaims the non-permanence of soundscapes and make manifest, their non-
durable and intangible qualities. The images projected as part of the set also appear 
omnipresent, with their presence taking and filling the space of the theatre. Yet 
these larger-than-life projections suggest once again that the depicted gay places 
cannot be rooted in concrete reality, but exist as forms of hyperreality and in states 
of overt spectacle. 
 




Fig. 12. Asian Boys Vol. 2 –Landmarks. The Kings of Ann Siang 2 
Of notable interest is, The Kings of Ann Siang. The choice of Heng (2004) 
to clad his actors in nothing but bath towels makes commentary about the real life 
happenings of being in a gay bathhouse, where the mandatory dress code is nothing 
less than a towel. Being in a towel positions the person wearing the towel in a state 
of liminality as it is a state of the in-between - between being dressed and being 
naked to enter or exit a shower. The person wearing the towel also traverses both 
the realms of fantasy and reality as the towel leaves little to imagination, yet covers 
the important parts, the genitals, thus revealing, yet not quite revealing everything. 
The actual gay bathhouse thus exists in a constant state of liminality and play. In 
the opening of the scene, the actors danced to Teresa Teng‟s 夜来香(The Scent of 
the Night) in the Musical style and this immediately signaled to the audience that 
the space that was to be portrayed, was a space that was removed from the ordinary 
every-day, that it was a space set aside for play and playing. The framing of the 
vignette via a song very much tied in with popular culture enmeshes the space and 
forms other spaces created by the intertext it embodies. The musical format is 
disjunctive and is a dissonance that removes the space from reality. Nonetheless, 
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while there appears to be a marking of the space, this marking is explicitly campy 
and kitschy, limiting the gay spaces it presents, in the confines of stereotype. The 
implication is this: The more concrete the reference of a gay place is, the more the 
need to disguise and frame it under fictitious contexts. 
In California Dreaming, the set was the most detailed and elaborate. Therein 
lies an odd disjunction, for why would a piece that is not set in a distinct or actual 
locale have such an elaborate set to re-create or envision the space, while the plays 
of Landmarks that were most closely associated with the actual spaces like 
Maxwell Food Centre and Tanjong Rhu had but a minimal set, or even no set at all? 
Could it be that the more pegged to reality a queer space is in Singapore, the greater 
the need to pass it off as something else, or attempt to make it inconspicuous? 
Unfortunately, Wild Rice does not have a video recording of Landmarks, an ironic 
statement of the un-traceability and the non-permanence of gay space in Singapore. 
 




3.4. Other Places: 
Boo Junfeng has also tried to envision the on-goings of the space of 
Tanjong Rhu and Fort Road with his short film Tanjong Rhu – The Casuarina Cove 
(2008). Given how the text of gay plays and the staging of gay plays present a space 
that is limited and largely imaginary, it might be beneficial to consider film as an 
alternative strategy to the creation of a more stable gay place, as the Cinema has the 
ability to transform even the most blatant of fantasies into reality, by virtue of the 
power of the image to detail and inform. In Boo‟s Tanjong Rhu – The Casuarina 
Cove, place is given a definite place and place is also presented clearly: 
 




Fig. 15. Tanjong Rhu – The Casuarina Cove – Highway to Fort Road 
 




Fig. 17. Tanjong Rhu – The Casuarina Cove – The Fort Road Flyover 2 
 
 
Fig. 18. Tanjong Rhu – The Casuarina Cove – ECP with title page of report of what happened at Tanjong Rhu 
Nevertheless, the efficacy of both Alfian‟s play, Landmarks and Boo‟s short 
film in creating awareness and in presenting to an audience a documentation of gay 
spaces and places, is questionable. While Landmarks was staged over a span of 12 
days, the seating capacity of the Esplanade Theatre Studios reaches a maximum of 
220 people per night (Esplanade - Theatre Studios November 2010). Assuming that 
57 
 
there was a matinee show on all of the days, the maximum audience the play would 
have been caught by, would number at most, 5280 people, which is a pathetic 
number considering the five-million strong population of Singapore and even then, 
the audience count in the assumed 5280 people, would have a majority of 
homosexual or gay-friendly audience members. How many of the population does a 
niche play like Landmarks hope to reach out to? To whom and for whom is the play 
performing to? 
As a parallel note, Tanjong Rhu – The Casuarina Cove by Boo (2008), was 
and still is a film that was disapproved by the Media Authority of Singapore and 
although Golden Village did a screening of his short films in a showreel called, 
Against The Tide, which included Tanjong Rhu – The Casuarina Cove, from the 
13
th
 to the 15
th
 of August 2010, the showreel was rated R21 and the seating capacity 
of the intimate Cinema Europa was capped at a maximum of 108 people per night 
(Golden Village December 2010; 2010). Boo Junfeng‟s attempt to enable the 
screening of Tanjong Rhu – The Casuarina Cove to a wider audience by appealing 
to the Media Development Authority to lower the rating given to M18, has since 
been rejected twice. 
Boo‟s Katong Fugue (2007), paints a picture of a possible house in Katong, 
but still does not pinpoint the actual cruising spot that is in actuality, Katong Park 
(Trevvy.com 2010). It was also not filmed in an actual house in Katong. As Piccini 
and Rye eloquently put it: 
In a video we can see a version of the space that the event inhabited albeit 
rendered from three-dimensions into two. We see people and things in 
relation to one another, their gestures and movements. Importantly we can 
also hear an approximation of the sound in the performance environment 
synchronised with its accompanying action. (2009:43) 
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It is all too easy to slip into the promise of „real life‟ offered by the 
indexical images produced by camera-based technologies. Moreover, that 
same indexicality appears to offer a further promise: that of the perfect 
archive. Not only do camera based images appear to capture events, they 
also offer the promise of allowing a return to events to repeat them without 
difference. (2009: 35) 
An examination of the Asian Boys trilogy‟s especially Landmarks‟ 
paraphernalia is telling. The programme booklet of Landmarks features a man in 
the nude with his body marked with the topographic signs of a map containing the 
names of the places mentioned in the play. Perhaps, the point that Landmarks tries 
to make is that while the actual spaces have become de-sexualised and become 
fancies of Alfian Sa‟at‟s imaginings, gay space in itself exists liminally, almost 
fantastically. This space is in turn marked and internalised onto a homosexual 
person‟s body. He becomes the map to those places.  
 




4. Taking Place – Case Study of Pinkdot 2010 
4.1 Gay Histories in Singapore: 
In 1997, thirteen years ago, Laurence Wai-Teng Leong wrote an article 
about the implications of the law on the gay and lesbian community in Singapore. 
Some length is dedicated to the discussion he evokes as it is a necessary thing to 
comprehend the political background wherein gay space becomes encrypted or 
coded space in Singapore. Quoting the social and legal survey done by Tielman and 
Hammelburg in 1993, Leong observes that English legislation against 
homosexuality has had a negative impact on the legal status of alternative sexuality 
groups in former British colonies. In Singapore, the legal infrastructure bears the 
imprint of British colonial administration and Singapore‟s law on homosexuality 
follows the tradition in the United Kingdom prior to the decriminalising of the 
Sexual Offences Act 1967, but remains puritanical and stops short of any provisions 
and revisions made in the United Kingdom in 1967 and hereafter (Leong 1997).  
While the Singapore government has put into place a series of legal reforms 
that include decriminalising “unnatural” sex for heterosexual couples (The Straits 
Times 13
th
 Dec. 2006), in that Section 377 or the Unnatural Offences Act has been 
changed to mark “unnatural sex” that includes consensual non-vaginal sex between 
consenting heterosexual adults to existing solely in the form of the new section 377 
- necrophilia and section 377B - bestiality. Section 377A of Singapore‟s Penal Code 
is still identified as “an outrage of decency” and states: 
377A. Any male person who, in public or private, commits, or 
abets the commission of, or procures or attempts to procure the 
commission by any male person of, any act of gross indecency 
with another male person, shall be punished with imprisonment 





In Section 377A, there is a mandatory term of imprisonment for “gross 
indecency” (that is oral sex, anal penetration, mutual masturbation or the touching 
of genitals) between two males, either for commission of the act or an attempt at 
commission, and regardless of location in a private or public space. Hence, a gay 
sauna is still considered a public space, as with a person‟s own bedroom, due to the 
legislation that has been put in place and the persons carrying out even a consensual 
act of homosexual intercourse, would still be subject to arrest should a police raid 
occur. The convictions have occurred in a parked car (The Straits Times 27
th
 June 
1991), a housing estate (The Straits Times 22
nd
 July 1991), an open spaced park 
(The Straits Times 28
th
 January 1992), a discotheque (The Straits Times 4
th
 June 




 June 1994) 
and a swimming pool (The Straits Times 30
th
 September 1993). 
In the late 1980s and the early 1990s, homosexual control and oppression 
reached their peak, as their place in society was actively curtailed and prosecuted. 
The police sent agents provocateurs in revealing outfits to loiter around public 
parks, public toilets and shopping malls with the intent to raid and arrest. These 
undercover policemen arrested their unsuspecting victims the moment they were 
touched on the buttocks or the genitals on the charges of the use of criminal force to 
outrage one‟s modesty (Leong 1997). In 1993, the police carried out their worst 
sting operation, by deploying ten undercover policemen at the popular cruising 
grounds located at Tanjong Rhu. Twelve men were arrested (The Straits Times 23
rd
 
November 1993). One of the men was so ashamed at having his photograph 
published, he committed suicide (Tan 2009). It is this incident and the space in 
which this event occurs that finds its attempted articulation in Singapore theatre and 
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films today. The backdrop of discriminatory legislation continues to inform how art 
is created and perceived in Singapore, even today. 
On the 3
rd
 of January 1994, Josef Ng, a performance artist, flogged 12 
packets of bean curd and snipped a strand of pubic hair when his back was faced 
towards the audience, as a symbolic protest against police entrapment of 
homosexuals, punishment by flogging and jail sentences for “victimless” crimes 
and newspaper exposure of the names and the faces of the convicted. As an end 
result he was fined a thousand dollars and banned from performing in Singapore 
again. As a result, the state now requires the submission of performance scripts to 
be vetted before the allowance to perform them (Lee 1996; Leong 1997).  
 Shannon Tham who presented a performance piece in the same cultural 
festival, dealing with the unfair treatment of Fifth Passage‟s screening of a censored 
videotape of a movie dealing with homosexuality was dealt with in a similar light 
and was also fined and banned from performing again (Peterson 2003: 92). 
According to Peterson, rather than merely attacking the form – of theatre and 
performance, the prohibitions – emanating as they did from the Ministry of Home 
Affairs and not only the ministry responsible for the arts – had the ultimate effect of 
clamping down on the number of opportunities for any member of society, gays and 
lesbians in particular, to express and kind of opinion about the matters that the 
government regarded as not open for public discussion (Peterson 2003: 93). This 
position was echoed in The Straits Times article written by Koh Buck Song: 
Such incipient pressure on the gay issue is more than what the authorities 
are comfortable with at the moment. The 1992 Censorship Review 
Committee chaired by Professor Tommy Koh had decided that, much as the 
committee accepted that homosexuals should not be persecuted, 
expressions which glorify homosexuality or agitate for its acceptance 
should continue not to be allowed because the act itself was illegal and such 
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During a live interview on CNN between Riz Khan and the elderly 
statesman Lee Kwan Yew on the 11
th
 of December 1998, a Singaporean called in 
and asked what future Singapore would offer its gay citizens when the country does 
not acknowledge their presence. Lee answered: 
Well it‟s not a matter which I can decide or any government can decide. It‟s 
a question of what society considers acceptable. And as you know, 
Singaporeans are by and large a very conservative, orthodox society, a very, 
I would say completely differently from, say, the USA and I don‟t think an 
aggressive gay rights movement would help. But what we are doing as a 
government is to leave people to live their own lives so long as they don‟t 
impinge on other people. I mean we don‟t harass anybody. (The Straits 
Times 13
th
 December 1998) 
 
Although Lee falsified the claims that the governing authorities did not 
harass the state‟s homosexual citizens, an analysis of his claim reveals a perhaps-
not-so subtle reminder for the homosexual citizenry in Singapore to exist stealthily 
and under the radar, for what is implied from the words from Lee, “a very 
conservative, orthodox society” is that should the homosexual community take on 
an active gay activist presence in Singapore, the societal repercussions would be 
great and thus such words would create a society of self surveillance and censorship, 
causing the need for coded  gay spaces rather than explicit space to exist. 
In an attempt to claim back the homosexual community‟s right to 
citizenship and place in Singapore, the Nation parties coinciding with Singapore‟s 
own celebration of nationhood during the weekend surrounding Singapore‟s 
National Day on the 9
th
 of August were organised by Fridae.com. While the event 
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during the first three years went by relatively unnoticed and unprosecuted, the 
fourth Nation party attracted as many as 8000 revellers to Sentosa, and the local 
television news broadcasted, albeit briefly, footage of the party, touching nerves in 
a state where gay sex remains illegal. While Nation IV generated as much as 10 
million dollars in revenue for Singapore, as the organisers of the event claimed, the 
police refused a license for Nation V, and Singapore's health ministry claimed the 
party was linked to a rise in HIV infections, so subsequent Nation parties were 
banned in Singapore and the Nation brand of parties eventually shifted to Phuket 
(Jinks 2005). It is ironic that these attempts at the performances of nationhood and 
belonging, of having an equal space and place were denied by Singapore, even if 
these performances took place on the resort island of Singapore, Singapore‟s island 
of play and had to be uprooted to take up citizenship in a foreign land, deemed to be 
more welcoming to homosexuals than its own motherland. Yet having migrated to 
Phuket, they could not sustain themselves as the original intent - to celebrate a place 
and nationhood that also included the homosexual community, was lost when the 
parties were uprooted. 
Following Nation, IndigNation, a series of talks, exhibitions, performances 
and forums taking a dig at the word “nation” and expressing indignation at the lack 
of support, were organised from 2005 until 2009 (About IndigNation 2010) 
ironically affirming the non-place of Singapore‟s homosexual citizens, but helpless 
to do anything about it. These performances, lack the performativity or the 
affectivity of the pride parades of Stonewall or the recent case where Nepal held its 
first gay pride parade (Bolcer 25
th
 August 2010) to really take the place. The 
performances presented by IndigNation in Singapore, are inward looking, 
performing only for the gay community in attendance, which does not count for 
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much given the limits placed by venue choices and seating availability. These 
performances lack the public discourse or viewership needed to affect change. 
Therein also lies the dilemma, for how many heterosexual people hear of these 
performances, much less attend them? How many people of importance like the 
members of parliament or the ruling party, people who have the political clout to 
affect changes in policy and legislation, grace these events?  
There is power in the mapping of and the naming of things, for names are 
rooted neither in reality nor custom, but express instead the power of the person 
who names over the thing named (Emmerson 1984:4). If the urban landscape is 
treated as a text or a cultural form which upon interrogation reveals a human drama 
of ideas and ideologies, interest groups and power blocs (Ley 1987:41), then the 
way places are placed and named on a map and their toponymic significances may 
act as ideological tools to divest the landscape of its prior associations (Yeoh 2003: 
220). The power of nomination is often the first step in taking possession (Robinson 
1989: 160). The ban of the Nation parties then is a testament of how there was a 
repossession of that name by the authorities and how the place of the homosexual 
community in Singapore was taken away coercing it to inevitably shift it to Phuket, 
where it could not survive having become rootless. IndigNation tried to reclaim the 
space that was lost, but its reach remained confined within the circles of the 
homosexual community and thus cannot possibly be transformative.  
Against discriminatory legislation and measures against homosexual 
expression, on Monday the 28
th
 of August 2008, the news came that Singapore 
would ease its stand on political films and demonstrations, with Hong Lim Park as 
the possible site modelled after London‟s Hyde Park for free speech and for the 
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designated purpose of outdoor protests. Although Prime Minister Lee Hsien Loong 
clarified, that it would still be subject to the rules of law and order and that speakers 
would have to stay away from issues of race, language and religion (The Straits 
Times 18
th
 August 2008). This piece of news sparked off an internet flurry after the 
fizzle of the Nation parties and the quiet of the IndigNation events, especially on 
the newsgroup Signel. A particular Roy Tan, was inspired by the pride parades of 
other countries and wanted to organise a pride parade in Singapore as well. This 
was put off for a year to gather volunteers and eventually came to fruition a year 
later on the 16
th
 of May 2009 with Singapore‟s first Pinkdot event at Hong Lim 
Park where 1000 people gathered in pink to form the human formation of a pink dot 
and the word “Love” out on the green to advocate the idea of the freedom to love 
for all. Perhaps the performance of Pinkdot could finally activate the hidden-from-
sight spaces and create a form of awareness that might work to affect 
transformation and change. On the 15
th
 of May 2010, the second Pinkdot event took 
place at once again, the locale of Hong Lim Park with participants forming a pink 
dot and a pink heart in the middle of the green. It is this second Pinkdot and it is the 
evaluation of archived field notes, using Twitter technology to tweet or record in 
real time the on-goings at various junctures, that inform the analysis of the 







4.2. The Pinkdot Phenomenon 
 
Fig. 20. Screengrab of Youtube Video of Pinkdot 2010 
The Pink Dot is an amalgamation of the state flag‟s national colours – red 
and white (Pinkdot 2010) and in a context of a state of absolutes, are a play on the 
term, “black and white” to show that grey areas do exist, in this case, that pink areas 
exist. A closer examination of the colour pink reveals that the choice of that colour 
is loaded with significance. In Nazi Germany, the purple triangle was used to 
demarcate and mark out homosexual males. In the 1980s, the sign of stigmatisation 
was turned into and used as a symbol of liberation for the gay community. At the 
same time, in 1978, Gilbert Baker designed the rainbow flag as a symbol of gay 
pride (Periodicals: Anderson 1993).  
To create a pink dot might be seen as politically significant and contains 
many different layers of performance. The first layer shows the notion of 
inclusiveness for all, just as how the absolute colours of red and white have merged 
to become the colour pink. This is further informed by the shape of the sphere, 
which has no ends and no sides. The second, due to existing etymology, is a symbol 
of the gay identity and community and the third layer of performance plays on the 
existing symbol of a purple triangle and makes a reference to how the gay 
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community in Singapore is still stigmatised and/or ostracised. It might appear that 
Singapore had entered a new chapter of dialogue between the homosexual 
community and the rest of Singapore‟s people. Yet a closer examination of the 
space – Hong Lim Park, where the event was held and of Pinkdot 2010 might 
reveal otherwise. 
Hong Lim Park is an interesting space. In the 1960s, according to forum 
threads found on Trevvy.com (2010), it used to be a gay cruising site with its own 
codes. If you carried an empty plastic water bottle, you were sexually available 
while a newspaper under your arm meant that you were on a sexual prowl (Peterson 
2003: 79). Today, it is situated two roads away from the Singapore River and Boat 
Quay, a historical meeting point of commerce flows and trade paths. It is fronted by 
a number of shopping malls – Apollo Centre, Central and Chinatown Point, where 
Chinatown Point acts as the marker to where Chinatown begins, and where the 
concentration of gay establishments is located as well. To the south of Hong Lim 
Park, if we position ourselves on Eu Tong Sen Street and take the front face of 
Hong Lim Park as north, stand hotels like Merchant Court and Furama. Further 
south, along Havelock Square, stand the Subordinate Courts. Towards the North, 
the Central Business District extends. Hong Lim Park is thus framed in the middle 
by Singapore‟s pillars of law and order, commerce and economics, tourism, cultural 
heritage and consumption. Yet, Hong Lim Park, while strategically placed, seems 
out of place. 
Hong Lim Park is essentially a large empty concave patch of grass, the size 
of a football field, surrounded by a cemented pathway at its perimeters. All the trees 
and shrubbery are found at the perimeters, forming a semi-formal enclosure around 
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the place. Two solitary, unshaded park benches sit starkly under the park lamps 
towards the left of the park, fronting North Canal Road. A fountain that might 
possibly bear any monumental value stands at the far edge of the periphery of the 
park, fronting Chinatown Point. To the right side, beside the fountain, where a 
commuter comes out from Clarke Quay MRT station, three sets of park benches 
and tables are clustered. At the far right, taking one‟s position to be at the steps of 
the MRT station and facing the park, is a shaded stage, an appendage of the Telok 
Ayer Hong Lim Green Community Centre. Most of the activity appears to be 
concentrated there, with martial arts lessons and fan dancers dominating the 
occasional use of the stage.  The architecture coincidentally resembles that of a 
gigantic eye, a reminder of how the park is subject to constant surveillance and 
someone‟s monitoring. To the left of Hong Lim Park, a disquieting police outpost 
stands in a prominently blue colour, while the carpark beside the police post, which 
appears to have more shade than the park itself, houses the restrooms and the 
temporary zinc shack of the Hong Lim Hawker Centre that awaits the completion of 
the refurbishment works at Hong Lim Complex. The concentration of activity at the 
edges of the park and the placement of amenities at only the perimeters, leave a 
void in the centre, and the lack of proper shade discourages people from luxuriating 
on the green. Granted that Hong Lim Park has been demarcated as a Speakers‟ 
Corner, where citizens might voice their views, yet everything, from its architecture 
to the large list of rules placed on would-be speakers at the two ends of the park and 
the need to register for a license to speak with the police seem to repel people and 
to discourage gathering in the park. Being situated in the middle of and between the 
commercial hubs, the subordinate courts and the cultural and heritage areas (and 
also the homosexual enclaves) is ironic, for although Hong Lim Park is framed by 
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these establishments, it is neither any of them, but straddles the in-between and 
begs any proper definition. Hong Lim Park, is neither a site of recreation, or leisure, 
nor is it a site of consumption (in the form of services), or a commercial spot. If a 
space needs to be activated by the presence of people, can Hong Lim Park be 
considered a space if it is devoid of people? A void or a vacuum is a non-space. So 
what is it, really? Could Hong Lim Park be a no-man‟s land or a demilitarised zone? 
The emptiness of Hong Lim Park seems contrived and comes across as a space that 
is dominated, conceived, controlled, mapped and policed (Kogl 2008: 66).  
The spaces in which we live our daily lives not only function as objects  
that symbolically represent values and meaning, but also shape our 
movements and our consciousness by providing routes and spaces for 
some kinds of activities and interactions and not others. Thus the 
organisation of space habituates us by communicating social 
expectations. 
A vast parking lot suggests we drive in, park and move quickly to the 
door of whatever building the lot serves; there literally is no space for 
standing around talking, nor is there a sense of comfort or security. 
There are not even designated pedestrian paths, so we may feel a bit 
hurried to get out of a space designed to accommodate large, fast 
moving objects that can kill us. Environmental psychologists tell us that 
a landscape must offer both security and interest for people to feel 
comfortable in it; we feel exposed in wide open landscapes but bored in 
tightly confined ones or ones in which there is nothing to look at. (Kogl 
2008: 105 citing Kaplan; Kaplan and Ryan 1998) 
 
Given how nine men were arrested in Hong Lim Park in a surprise police 
raid on homosexual activities in April 1990 and who had their names, ages and 
occupations published in The Straits Times, and how in August 1990, two men 
were caught, also in Hong Lim Park, and sentenced to two months of jail for Gross 
Indecency (Au 2009: 399 - 408), the layout of Hong Lim Park appears to be a 
deliberate attempt to deter people from being in the space. The emptiness acts as a 
distracting device that mars the memory of the space – it is an imago, a 
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photological trace, that subsumes the previous image, causing a memory of that 
space to be removed or made void in plain view, as one memory devours the other 
(See Klein 1998). It seems to be an act of active erasure and curtailment. Hong Lim 
Park is given seven lines in a nondescript column in Timeout Singapore and even 
then is less than invitatory with the words, “It was designated a Speakers‟ Corner in 
2000, but with so many restrictions on orators (who must register at a police post 
before they begin) you‟ll be lucky to hear any rousing speeches.” (2007: 64)  
It is in this strange neither-space that Pinkdot 2010 was organised. Using 
chronological and real-time records, via the means of Twitter, this chapter will 
proceed to examine how the performance of Pinkdot 2010 might work to activate 
the space and to decode what was previously encrypted space, to unearth the 
performatives behind Pinkdot 2010 and to eventually evaluate its efficacy as a 
performance. To examine the performatives inherent in the performance, the 
theoretical tool, Roland Barthes‟ elucidation of the notion of the punctum, will be 
utilised. In his words, “occasionally… a „detail‟ attracts me. I feel its reading 
changes my reading, that I am looking at a new photograph, marked in my eyes 
with a higher value. This „detail‟, is the punctum.” (Barthes 1993: 42) Taken from 
Latin for a prick, a “mark made by a pointed instrument” (26) the punctum is that 
which, “pricks” the beholder of a photograph, catching the attention and is usually 
unintentional on the part of the photographer (See Barker and Trussler 2002: 253). 
Looking for this punctum in the performances of Pinkdot 2010 will enable the 





4.3. Analysing and Debunking Pinkdot 2010 
Setting up the place began at 12:52pm on the 15
th
 of May 2010, with the 
hammering of the Pinkdot mascots - Pinkdot, Fear and Ignorance into the green of 
Hong Lim Park. Rather than utilising the architectural stage, henceforth demarcated 
as The Eye, to avoid confusion, the green became the stage or the performance area 
via the framing of the green with helium-filled pink balloons. Tables were carried 
to the centre of the green to form a make-shift stage and the locus of Pinkdot was 
mapped out using pink mats to mark the co-ordinates, very much like the function 
of duct tape on a floor in a theatre space (Appendix 1). The act of marking out a 
performance area is simultaneously the act of declaring that area subject to a 
different set of rules (Barker and Trussler 2002: 256). The performance area thus 
delineated resembles that of a theatre-in-a-round. The spectators are then 
channelled toward the green and are informed how and where to move and look.  
 2:28pm: the volunteers were given flag markers and banners and the 
rehearsal to create Pinkdot commenced. The setting up of the performance area, the 
props – the balloons and banners, the backdrop, the testing of the portable sound 
system, the rehearsal for the actual event and the giving out of flyers which acted 
simultaneously as programme sheets, confirmed Pinkdot 2010 as a performance and 
the feasibility of using a dramaturgical perspective to analyse the event.  
4:22pm: the traditional Chinese dragon dancers – men or women carrying a 
life-sized dragon puppet and manoeuvring it to the beats of Chinese percussion 
instruments arrived and did a rehearsal run. 
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5:10pm: the cultural performances commenced, featuring the traditional 
Malay chant-singing Dikir Barat, followed by a performance by an Indian cultural 
dance troupe.  
5:04pm: the entire green broke up into a mass birthday song for a person 
celebrating her birthday upon the cue of the comperes, actress Tan Kheng Hua and 
actor Adrian Pang. The festive atmosphere was further enhanced by performances 
from a magician, the bubble girl, Caroline Jones and jugglers from Firefly, a local 
fire-juggling group.  
5:38pm: Voguelicious a group of male dancers entertained with a routine 
known as Girl‟s Hip Hop.  
5:50pm: a mix ethnicity percussion group gave a performance.  
5:57pm: repeated verbal cues were given to raise the crowd‟s enthusiasm 
about forming a pink dot.  
6:02pm: the cue for the dragon dancers was given. 
 6:12pm: the cue for the banner holders to get into position was given by the 
choreographer and the crowds formed a pink heart.  
6:25pm: the positions were switched and the pink dot was formed.  
6:31pm: The theme song for the day, Stand by Me was played with 
everyone joining in with the song.  
6:35pm: the performances came to an end with a civic reminder by the 
comperes to pick up any litter on the way out.  
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7:01: the process for bunking out started with the keeping of the marques, 
sound system and props, signalling an end to a wonderful performance that was 
well done, almost déjà vu-like with its warm familiarity (Appendix 1: 116 – 122).  
What is wrong with this picture? 
The deliberate use of the colour pink was important in the construction of a 
pink spectacle at Pinkdot 2010. Like how colour is used in the costumes and props 
of the participants of the mass displays at Singapore‟s National Day Parade, the 
people who formed the mass display of Pinkdot are the spectators of the event as 
well. They have become part of the performance via a marking of their bodies in a 
certain colour. In the fashion of how the spectator contingents at the National Day 
Parade form patterns by the colour of the tee shirt they are asked to adorn, the 
banners, the pom-poms, the flags and the flashcards they wave to become a 
spectacular display (See Kong and Yeoh 2001: 388). The participants of Pinkdot 
2010 came dressed in pink, waved pink fans, carried pink balloons and opened up 
pink umbrellas on cue. It is hardly coincidental that the choreographer, Aaron Khek 
for Pinkdot, was also the chief choreographer of the National Day Parade 2009. The 
colour pink in the Asian context might not necessarily be a politically-loaded colour 
and semiotically, the notion of the pink dollar or the pink triangle might be lost in a 
place that is sees the colour pink in a very different light. To the Chinese, pink is 
the colour of spring, of auspiciousness and is often used as a dress-code to mark the 
celebration of the Lunar New Year. Various dialect groups such as the Teochews (a 
southern Chinese dialect), use the colour pink to mark their peng kueh, or rice cakes 
while pink in the Peranakan context is used in steamed sweet cakes, kuih lapis 
beras (multiple layered cakes), tai bak (tapioca strands normally served at 
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weddings) and tang yuan (glutinous rice balls), signifying reunion and abundance. 
The politicised connotations of the colour Pink, appear to be Western constructs 
that do not resonate in Asia. To obfuscate matters, the Ministry of Health launched 
Breast Cancer Awareness Month immediately after Pinkdot 2010, creating the 
instantaneous association of the colour pink with breast cancer awareness, as if the 
imago of breast cancer would wipe out the consciousness of Pinkdot, which for the 
first time appeared as a 27-second news flash on National television. By a strange 
coincidence, the first half of Orchard Road for the December 2010 Christmas light 
up was decked in fuchsia stars and lights, when the trend for the past five years, 
was to have Orchard decked out in blue and silver lights. This hints at yet another 
deliberate attempt at distracting imagoes. 
As how National Day Parades would be unimaginable without the song, 
music and cheers that have come to be associated with the annual ritual, the 
orchestration of percussion beats stemming from the ethnic performances and 
traditional art forms like Dikir Barat, the Chinese drums, the Indian tabla and the 
western drums, integrated with the spontaneous cheers and laughter of the people 
gathered, with the singing of a selected theme song, creates a soundscape that 
proclaims the symbolisation of shared values. Together, they demonstrate 
community power, solidarity and group cohesion (See Kong and Yeoh 2001: 389). 
The invitation to the different ethnic groups to perform in Pinkdot parallels the 
tokenism that is allocated to the four major race groups represented in the National 
Day Parade. This may work to create a form of a collective memory and sustain a 
sense of place, which in turn performs a sense of home (See Kong and Yeoh 2001; 
Connerton 1989). Pinkdot is seen as a microcosm of the larger red dot that is 
formed at the Padang or at the National Stadium. If the National Day Parade plays 
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up the idea of an imagined community (See Anderson 1983: 15) then the 
community that is formed in the shape of a pink dot on the liminal grounds of Hong 
Lim Park that dissipates without many tangible traces left behind, is even more 
imagined than imagined. This results in the need for constant verbal reminders by 
the comperes to the participants that the space of Hong Lim Park was being 
activated by the presence of people at various times. Pinkdot, in a space that is non-
conducive to speech is created, ironically out of text. The announcement by the 
comperes at 5:31pm that there were now 2500 people in the crowd comes across as 
odd and contrived, for the comperes could not possibly have known the numbers as 
there was no way the organisers could have access to a satellite view that could 
count the numbers accurately. This parallels the flurry of online posts on Signel, a 
yahoo groups forum for homosexual men (see Appendix 2: 129) after The Straits 
Times reported that 1000 people had turned up for Pinkdot 2009 (The Straits Times 
17
th
 May 2009). The posts contested the numbers put forth by the official sources 
and claimed that Pinkdot 2009 saw a record number of 4000 people gathering rather 
than 1000 people, based on dodgy and unverifiable counting methodologies. This in 
turn raises questions regarding the need for the justification or fabrication of 
numbers. When this justification occurs on a homosexual forum for homosexual 
men, what does this signify? It means that the homosexual community needs the 
performance of Pinkdot to perform its presence not just to the heterosexual 
community in Singapore, but also to itself, in a strange twist of the idiom, “To see 
is believe.” This is questionable too, for Pinkdot never marketed itself as an 
exclusive homosexual event, but opened itself to include heterosexuals as well 
(Pinkdot 2010). The premise of the performance of a homosexual communitas is at 
best dodgy. This problem is further compounded when at 5:57pm a seven-coloured 
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rainbow flag with the word “Peace” on it was seen amidst the crowd (Appendix 
1:116- 122). Unlike the six-coloured rainbow flag, this not a homosexual symbol 
but an internationally recognised icon for world peace. If the homosexual 
community in Singapore is confused or ignorant about the symbolism surrounding 
its own orientation and thus uses a wrong prop, can the performance still be an 
effective one if the semiotics and the intention of the use of the prop are nonetheless 
read wrongly? 
 
4.3a. Gender Performances at Pinkdot 
Perhaps the bending of gender at Pinkdot 2010 might prove to render the 
performance as subversive, as a satire or a buffoonery of a scene, like how the 
members of ACT UP, a gay activist group in the United States, would have the gay 
men dressed in drag, and the women as choir boys in protest against Christian 
groups protesting abortion clinics, to stake out the doors of the abortion clinics and 
usurp the space, preventing the Christian groups from gaining access (Shepard 2010: 
117). Drag becomes a strategy of distraction and subversion, of reclaiming the 
place. A drag queen, Mistevious Steve was spotted at 5:23pm in a flaming pink 
dress and large pink wig, while at 5:29, local theatre directors Ivan Heng and Glen 
Goei arrived amidst fanfare donned in dresses of white halter tops with pink dots on 
them, overshadowing the presence of Mistevious Steve almost instantaneously. Yet 
her/his presence was inevitably ineffective, as she/he spent most of the duration of 
pinkdot in the shade of The Eye. Without any public introduction or speech, or 
activity, Mistevious Steve was more ornamental than effectual. He/she seemed to 
be playing to the regulations of Speakers‟ Corner which deemed that all 
performances had to be confined to the stage or The Eye and if he/she never left the 
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stage area of The Eye in the course of Pinkdot, he/she remains but a staged 
performance that ends when the curtains close. In imitating gender, drag implicitly 
reveals the imitative structure of gender itself – as well as part of its contingency in 
the re-signification of the sign (Butler1990: 137- 138). That by not concealing the 
genealogy, drag becomes performative and strategic in its blatant artifice, going all 
the way out to accentuate the difference and displacing heterocentric assumptions 
by revealing heterosexual identities as constructed and “unoriginal” as the 
imitations of them (Salih 2002: 57-58). Yet the parodies evoked by drag may 
become “domesticated” such that the denaturalisation of the heterosexual norm 
might actually enforce the heterosexual hegemony, losing their subversive potential 
and function as what Butler terms to be “high het entertainment”, confirming the 
boundaries between “straight” and “not straight” identities and “becoming a 
ritualistic release for a heterosexual economy” (Butler 1993: 126). Ivan Heng‟s and 
Glen Goei‟s drag stunt at Pinkdot 2010, is precisely this “high het entertainment” 
that Butler speaks about, for rather than accentuating the gender differences, to 
make a political stand, lacking the markings that distinguish drag from passing, 
they strove to mimic women so thoroughly any hint of subversion was forgotten 
and it became more of a publicity stunt for their theatre company, Wild Rice rather 
than anything else. That Heng and Goei might dress up as women is not entirely 
new, having done so in numerous productions. Prior to Pinkdot 2010, the duo in 
drag had already been seen and endorsed by the public, having appeared in the 
sarong kebaya of the Singapore Girl at the 2010 Life! Theatre Awards and making 
the cover of The Straits Times Life! section in March (The Straits Times 29
th
 Mar 
2010). Adorning the costume of the opposite gender is not really a subversive 
concept to an Asian populace that is used to seeing such acts as entertainment in the 
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form of Chinese Opera and the Peranakan Gunung Sayang (Gunung Sayang 
Association), where male actors dress up as and take on the roles of women. 
Peranakan cross-dressing in this light, marks the performance space as local or 
regional, yet to use something that is deemed as normalised via the ancient ways of 
culture cannot be deviant, subversive or empowering. Peranakan cross-dressing 
does not encapsulate the politics of drag, but completely mimics the tropes of 
feminity to allow men to thoroughly mimic women to become women. The frame 
of a safe, historical context and a culturally accepted norm thus takes away the 
empowering. The Singapore audience is well adapted to the phenomena of men 
appearing as women in part due to popular variety programmes running on 
Mediacorp‟s television channels. The strategy of drag thus becomes subsumed and 



























4.3b. Pinkdot as Carnival 
Perhaps Pinkdot 2010 could be seen in the light of a carnival, with the 
jugglers, the carnival hats, the dressing up and costuming, the dances and the 
cultural showcase of talents. The use of a carnival is significant for carnival time is 
a time of play and playing, a suspension of ordinary life and “a stepping out of „real 
life‟ into a temporary sphere of activity with a disposition of its own (Huizinga 
1986:8). The carnival inserts into the structures of official ideology, official religion 
and official culture, an indeterminacy, a certain semantic open-endedness, a living 
contact with unfinished, still-evolving contemporary reality (Bakhtin 1981:7). It is 
this liminoid activity (Turner 1982) of play within the carnival – the play of words 
and puns, of ambiguity, of mashing identities and of overturning the rules and 
regulations that makes the possibility of change most propitious. Such playing 
challenges official culture‟s claims to authority, stability, sobriety, immutability and 
immortality (Schechner 1993: 46). Here the play and the playing in a carnival 
creates a narrative which sets the people‟s eyes on an alternate reality, setting in 
motion a compelling social drama in which the public performance helps a people 
to reimagine a right to their city (Shepard 2010: 22). The ethos of tactical frivolity, 
that of a fun and diverse street party (Shepard 2010: 16) and its playfulness then 
propose an alternate reality, yet also makes play real, taking it out of the concepts of 
make-believe and throwing it in the face of the politicians (Jordan 1998: 133). The 
state never knows where this type of playing in the form of the playfulness of direct 
action, ends or begins (Jordan 1998: 134) and in its struggle for a public space and 
pluralistic democratic engagement (Bogad 2005), to create a space for play, 
difference and democratic exchange (Shepard 2010: 13), its unsteadiness, 
slipperiness, porosity and riskiness erode the authority of those in power (Jordan 
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1998: 134). Yet, Pinkdot 2010 at Hong Lim Park had a determined end time, in 
which the crowd applauded to mark its conclusion. Pinkdot 2010 remains marked 
as a temporal performance that does not spill over, nor does it erode the stability of 
the hegemony. Can the strategies employed by the use of Carnival still hold? Pink 
dot, rather than proposing an alternate reality, was organised very much in line with 
the hegemonic reality. 
 
Pinkdot 2010 takes place in and takes the place of Hong Lim Park. The 
setting up of the marques, the hammering of the mascots into the ground, and 
staking the ground, the creation of the human formation of a pink dot, all take up 
the space of Hong Lim Park and fills the void that was previously present with 
presence. There is power in the reclamation and the transformation of a deliberately 
empty official space into a playing field. It is easy to forget that Pinkdot 2010 first 
had to seek approval from the licensing agencies before setting up camp in Hong 
Lim Park and is still functioning within the rules of the hegemony having been 
marketed as an all-inclusive family day, rather than an alternate-sexuality protest 
and it is easy to forget that Hong Lim Park, a strange neither-place is the only place 
in Singapore where the performance of Pinkdot 2010 may be allowed to occur. Can 
change occur if at Pinkdot 2010, there was not a single member of the ruling party 
or the people instrumental to enact changes to the law and policies present at 
Pinkdot 2010? Pinkdot 2010, while having obtained a license to temporarily 
perform still lacks the official endorsement that is needed to change the status of 
Singapore‟s homosexual citizenry. In that, Pinkdot 2010 cannot be a carnival with 
its subversions, sensuality, parodies and mockeries. It is a funfair with its 
amusements and entertainments that has to abide to the rules according to the set 
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regulations. Unlike the Folsom Street Fair which spans 13 streets in San Francisco 
and hosts over 400000 people who are naked, half-nude and/or dressed in sexual 
fetish gear together with its array of over 250 sex-related and pornography vendors 
and live alternative acts from the burlesque to the explicitly sexual, both in 
officially sanctioned theatres and venues and out in the open in the streets, such as 
the public humiliations and bondage (Folsom Street Fair 2011; Folsom Street Fair 
Gallery 2011), Pinkdot is tame in comparison. Pinkdot at its best pays homage to 
Singapore‟s National Day Parade – being good, clean, family-oriented 
entertainment.  
 
4.3c. Curtains Down, Take a Feather Boa Bow. 
The speed of bunking out and of the crowd dispersing makes Pinkdot 2010 
reminiscent of a flashmob that is performed, catches the attention of an audience 
momentarily, but quickly disappears as well. Hong Lim Park was re-visited exactly 
a week after the event, to see if any performance traces remained, or whether the 
performance of Pinkdot 2010 had any effect on the space.  All that were left of the 
pink were spent plastic bags floating about, a couple of pink feathers on the ground 
and pink fragments of burst balloons which without any context attached to them, 
are but debris and flotsam. The other traces, such as the leaflets that were given out 
and that were found lying around in the restrooms at 7:00pm on the 15
th
 of May had 
been completely cleared out although the restrooms continued to be in their dirty, 
derelict state with scum, urine stains and phlegm everywhere. The interesting thing 
was, the National Parks board was making its rounds too, choosing a week exactly 
after the Pinkdot event to carry out re-pruning works on the surrounding trees and 
the barriers it put up, served to block the paths of Hong Lim Park and also deterred 
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people from entering the park. A scrawled word 死 or “die” that was previously on 
the board containing the rules and regulations of Speakers‟ Corner had been 
cleaned out with the board replaced. With the exception of tiny bits of litter, the 
park was impeccably clean and no sign remained that Pinkdot 2010 ever occurred. 
The performance of Pinkdot had been completely erased. Even the holes in the 
ground where the mascots were pounded in had been filled over with fresh soil. Yet 
Pinkdot 2010 seemed to have had a ripple effect on the space of the park as two 
groups of people were seen using the green to picnic – a Caucasian family nearer 
The Eye and two foreign men near the overhead pedestrian bridge. Nonetheless, 
they were still located very near the periphery and the centre of the green remained 
void. That they were foreigners also reflects on how effective the performance of 
Pinkdot was to the local populace (Appendix 1: 123 - 128). After Pinkdot 2010, a 
casual trip was made to walk the ground at Hong Lim Park in December 2010. The 
picnickers had gone and Hong Lim Park had been returned to its original empty 
state. The performance and its effects had finally petered out. If the point of 
movements like pride parades, is to create spaces where the realm of freedom 
unfolds, where human creativity, innovation, authenticity, imagination, connection 
and play really flourish (Marcuse 1955) then it seems that Pinkdot 2010 establishes 
neither of that as Hong Lim Park remains at status quo as with the mindsets and 
legislative policies in Singapore. 
4.3d. Pinkdot as Text-created space 
An analysis of the affirmative speeches said at Pinkdot also reflects how the 
space created by Pinkdot cannot exist by itself, but like the gay spaces articulated in 
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the space of Singapore theatre, is created by utterance and textualisation. Neo Swee 
Lin at Pinkdot 2009 called the performance of Pinkdot into being: 
Everybody, everybody is invited. We will welcome… we will welcome 
everyone. Please come in! Please come and form the Pinkdot with us! 
(Time 2:06 Pinkdot Loves Singapore last accessed January 2012) 
 While the surtitles at 4:13 of the Pinkdot 2009 footage video 
reaffirmed that uttered space: 
You came to make Pink Dot with us. Thank you for supporting the 
freedom to love. 
(Pinkdot Loves Singapore last accessed January 2012) 
  
In 2010, the space of Pinkdot was once more created via textualisation and 
dialogue. At 1:16 of the 2010 footage video, Darius Tan states, “All my friends are 
here. Straight, gay, lesbian, bisexual, everyone is here.” (Pink Dot 2010 – From the 
Heart last accessed January 2012) This utterance makes the space an inclusive, 
utopic one where everyone has gathered together in the name of love. At 1:58 Tan 
Kheng Hwa shouts, “We are more than 2500 people!” (Pink Dot 2010 – From the 
Heart last accessed January 2012) This need to constantly define the state of the 
space and the size of the space, speaks of the need to rely upon hyper-concretisation 
via constant verbalisation to validate itself. It is a space that can only be defined via 
text, as it is of an ambiguous state and has been held on ambivalent ground. This is 
once again reflected in the footage video of Pinkdot 2011: 
0:16 
Selena Tan: It‟s June 18 2011 and we are finally here at Hong Lim 
  Park to celebrate the freedom to love. 
Emma Yong: Our campaign video this year has been viewed by more 
than 200000 people and we have been receiving 
messages of love from all over the world. 
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Pamela Oei: People are already arriving from all around Singapore 
ad we can‟t wait to see how big Pink Dot is going to be 
this year! 
2:34 
Otto Fong: I like to thank everyone first of all for being here.  
  Because you are here, we have made history again.  
  Because you are here, this is the single largest gathering  
[cut to shot of aerial view of Pinkdot 2011] 
Otto Fong (Voice Hook): 
  of people supporting to love in Singapore. 
[cut to mid close up of people forming the dot.] 
[cut back to Otto Fong] 
Otto Fong: Let us reaffirm our love for this land. 
4:35 
Dim Sum Dollies: 
  I think it‟s time! Let‟s make Pinkdot! 
Crowd:  5. 4. 3. 2. 1. PINKDOT! 
[cut to aerial view of Pinkdot] 
(Singapore Goes to Pinkdot 2011 last accessed January 2012) 
 
 If Pinkdot 2010 was an amalgamation of all the tiny pink dots marking the 
encrypted spaces of homosexual establishments and sites of play, Pinkdot 2010 
does little to decrypt or give further exposure to those spaces and those sites remain 
under the radar as encrypted sites. In reality, the governing bodies quickly 
countered with their own performances to obfuscate or subsume the political 
meanings of the colour pink which in turn, created diverted associations and thus 
causing Pinkdot to fade significantly into the background. The space created by 
Pinkdot also echoes how space is portrayed and presented in Singapore theatre. It is 




5. Joining the Dots, Completing the Circle?  
In the Singaporean context, I think the issue of gay identity is even 
more basic. We have been silenced for so long that we have no words 
with which to articulate our feelings and/or frustrations. We cannot say 
what we feel or reply to what is said to us. In other words, without 
identity, we have yet to live. But we cannot live as we cannot begin to 
vocalise what we want to say about ourselves. (Sim, Desmond 2003: 39) 
 
A means of evaluating the efficacy of the performances examined would be 
to look at the ramifications or the aftermath of the performances and the subsequent 
performances that followed. What have the performances of plays like Landmarks 
and performances like Pinkdot done for the homosexual community in Singapore? 
Have changes been made to the governing policies and legislations to accommodate 
the place of homosexuals? Is there reclamation of the space? Are homosexuals still 
viewed in a discriminatory light? Have the performances created places of 
legitimacy and belonging for the homosexual community in Singapore? Or is it still 
status quo? 
Hong Lim Park is back to its original deserted state. In a recent visit to 
Hong Lim Park, the National Parks‟ workers were observed to have placed a barrier 
of potted plants around the entire perimeter of the architectural stage, perhaps to 
prevent any future spilling over of the performances that are meant to be kept on 
stage on to the green of the park. As a measure to further prevent loitering in the 
park, the benches with previously attached tables near the pedestrian overhead 
bridge have also been replaced with mere 2-seater benches. Simultaneously, the 
symbolism of the colour pink was eroded away by other meanings that were put in 
place immediately in the aftermath of Pinkdot 2010. There seems to be an active 
substitution with other memories and associations to obfuscate the memory that 
Pinkdot even took place. No traces of Pinkdot remain, while new barriers and 
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measures against hanging around the park make the park more unwelcoming than it 
has ever been.  
The official media was quick to counter with a negative portrayal of 
Singapore‟s homosexual citizens in the wake of Pinkdot 2010. Inopportunely, the 
trial of Tan Eng Hong who was arrested in March 2010 for copulating with another 
man in a popular mall, came to light in September 2010. (Agence-France Press 
September 2010) At the same time, the arrest of gay activist, founder of the 
homosexual online portal, Fridae and the organiser of the Nation parties, Stuart Koe, 
made the headlines when Koe was found to have had possession of 0.01 grams of 
methamphetamine and utensils used in drug consumption. The news that came out 
online initially stressed Koe‟s sexuality and his alliance with Fridae 
(ChannelNewsAsia 10
th
 September 2010 1300hrs), converging the two distinct 
issues of sexuality and drug possession together, but the words “gay” in “gay 
portal” were replaced by more prudent editors by the word “lifestyle” 
(ChannelNewsAsia 10
th
 September 2010, last accessed January 2011) after some 
readers commented on the inherent biasness of the news reportage. Nonetheless, 
The Straits Times print article of the same news, which reached a wider circulation, 
continued to repeatedly stress that Koe was a “gay activist” and had founded a “gay 
website” (The Straits Times 11th September 2010), although the two issues were 
indeed separate and very different issues. Why was there even a need to bring up 
the private matter of his sexuality to begin with, if not to make a biased and 
generalised statement about homosexuals in Singapore engaging in all sorts of 
morally deviant activities? If Pinkdot 2010 strove to create a performance of a 
homosexual‟s place in Singapore, then the aftermath saw an implicit but active 
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curtailment or negation of that place and thus the right to belong, by the media and 
governing authorities.  
Pinkdot 2011 was organised on the 18
th
 of June 2011. The organisers 
managed to procure sponsorship from Google, which had sponsored a makeshift 
stage at a periphery of Hong Lim Park. The event thus became fully subsumed into 
the theatrical realm of performance. Rather than a theatre-in-a-round, where the 
staging implicates the audience, the setting up of an adjacent stage beside The Eye, 
turned the staging of Pinkdot into that of a proscenium. Pinkdot is clearly framed as 
a performance with the addition of the stage in this case. The additional frame of a 
“concert” also demarcates Pinkdot as happening out of ordinary time. Pinkdot 
becomes a show to watch. 
The Dim Sum Dollies, Broadway Beng, drag queen Mistevious Steve (who 
finally got to lip sync on stage), a host of other singers and musicians performed on 
the make-shift stage.  In addition, theatre directors Ivan Heng and Glen Goei came 
costumed as spectacular orchids and were more flamboyant than the year before. 
Pinkdot was further aligned with a theatrical spectacle that facilitated the gathering 
of spectators in a temporary suspension of ordinary time. The frame of theatre and 
of Pinkdot as a performance and the show of the masses then resulted in the 
spectators believing that the imagined community (Anderson 1983) they envisioned 
between the heterosexual and the homosexual communities of Singapore exists, not 
comprehending that their space is still highly regulated and is in fact contained 
within the boundaries of Hong Lim Park. Unlike the Nation Party franchise which 
had no boundaries and literally swept into the streets, causing its banning, the 
pyrrhic success of Pinkdot lies chiefly in how it is still under the control and the 
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jurisdiction of the authorities. The imagoes of the celebratory nature of Hong Lim 
Park are bittersweet, for they have replaced the memories of the arrests at Hong 
Park in the 1990s, hence facilitating a greater collective amnesia of the atrocities of 
the past.  
According to Pinkdot.sg, the recorded numbers in attendance came close to 
10,000 (Pinkdot Dec. 2011) and the mass of people reached the very perimeters of 
Hong Lim Park. Its apparent success saw the formation of other Pinkdots overseas, 
namely in New York, Alaska, Utah and Montreal (Pinkdot Dec. 2011). However 
the difference between Pinkdot Singapore and Pinkdot New York etcetera is clear. 
While the pinkdots occurring in New York etcetera are expansive and have the 
potential for further expansion having no curtailment or constraints of space, 
Pinkdot Singapore can only accommodate as many people as the perimeters of 
Hong Lim Park allow. As seen from Pinkdot 2011, saturation point is fast 
approaching and once it spills over into the streets, it would no longer be considered 
a legal activity. The space of gay people in Singapore thus remains confined in a 
highly regulated non-place. The high visibility generated for the gay community via 
Pinkdot does not correlate to the creation of more spaces for gays. 
The performances of Pinkdot continue to flicker online in the form of blog 
entries, Twitter posts and Youtube videos and ironically, they appear to be more 
tangible in the placeless place of cyberspace (Miller and Slater 2000). An 
examination of the campaign videos shows a progression from the ethnographic 
talking-heads interview style to campaign videos employing full-fledged 
theatricality. The progression from the use of the people of celebrity as 
ambassadors, such as Neo Swee Lin, Timothy Nga and Rosalyn Lee (2009) to Tan 
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Kheng Hwa, Adrian Pang and D.J. Big Kid (2010) to the fictitious theatre personae 
of the Dim Sum Dollies for Pinkdot 2011 is subtle, yet represents how Pinkdot has 
been completely subsumed into the realm of performance. The use of the talking-
heads format is also clever, for it performs truth and authenticity and the false 
intimacy induced by the videos lull the audience into thinking that what is 
represented is factual in nature. Neo Swee Lin, dressed in a pink Kebaya for the 
2009 campaign video, also subtlely legitimises, the performance of pinkdot in a 
culturally safe normative context – that of the Peranankan culture. The celebrities in 
this case, literally take up the space of Pinkdot as Pinkdot becomes identified and 
embodied by them. 
 




Fig. 22. Pinkdot 2010 Campaign Video – Adrian Pang 
 
Fig. 23. Pinkdot 2011 Campaign Video – Dim Sum Dollies 
In tandem with the Pinkdot Ambassadors video, the campaign for Pinkdot 
2011, also saw the creation of a cinematic short with multiple narratives leading 
towards the actual event of Pinkdot 2011. Six gay, lesbian and transgendered stories 
– the closeted army recruit, the awkward masked conversation at a wedding dinner, 
the father watching his son put on make-up, the office lesbians, the pastor talking to 
a lesbian couple, the happy gay couple meeting the mother - converge at the 
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projected event of Pinkdot 2011. This campaign video completely fictionalises 
Pinkdot in the safe and mediated spaces of story-telling and the cinematic. Thereby, 
Pinkdot takes on a life and space of its own that allows it to be removed from and 
thus exist outside of the actual context. While the performance of Pinkdot in Hong 
Lim Park is temporal and leaves no traces, it resounds and takes on corporeality in 
the placeless place of the Internet, via the online videos associated with it. 
 
Fig. 24. Pinkdot 2011 Campaign Video – The Closeted Army Recruit 
 




Fig. 26. Pinkdot 2011 Campaign Video – The Office Lesbians 
 




Fig. 28. Pinkdot 2011 Campaign Video – The Happy Gay Couple 
As a poignant retort and a poetic twist to the aim of Pinkdot for a more 
inclusive space for Singapore‟s homosexual community, two homosexuals were 
evicted from their place, a popular fitness centre in Singapore. The first, a PhD 
graduate from the University of Illinois, who has kindly given permission to use his 
letter of eviction for the purposes of this dissertation, but whose name cannot be 
revealed to protect his identity and the second, his partner, a well-known Mediacorp 
artist who cannot be named, but who enthralled television audiences with his floppy 
hair and guitar playing in the 1990s. Ironically, they were not even having sexual 
intercourse, but merely contemplated aloud about the possibility of sharing a 
shower cubicle together. Sadly, they were tattled on by a jealous bystander who 
ironically appeared to be a homosexual man as well and were eventually removed 
from the premises, although they were innocent of the act and the management in 
actuality had no witnesses or proof of misdemeanour, but the false testimony of the 
purported witness. Therein lies the truth behind the deception of Pinkdot – that it 
remains as an ineffective performance as Section 377a of the Penal Code still 
continues to act as a sanction and is still subject to authoritative abuse, besides the 
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sadder fact that the homosexual community is not at all cohesive in itself. 
 




There has been an examination of the performances emanating from gay 
spaces in text, gay spaces as they are staged and finally that of gay space in an 
actual place and an evaluation of the efficacy and affectivity of those performances 
in this thesis. Yet, further research could be garnered from a cross-disciplinary 
impetus to uncover the possible reasons behind the overt sexualisation of marked, 
homosexual space in Singapore - the actual physical spaces where homosexuals 
congregate, for instance in a bathhouse or a sauna, in a public space or latrine, and 
the virtual grids and means by which the homosexuals in Singapore socialise, 
through the use of smart phone technology and application platforms.  
This research paper has proven that a greater visibility of the homosexual 
community in Singapore does not necessarily equate to having a greater space and 
has also questioned the efficacy of the theatre space in Singapore as a platform to 
bring about more space for gays in Singapore. The analysis of gay spaces in 
Singapore‟s playtexts and gay spaces as they are staged in Singapore theatre, 
reveals a paradox. The more concrete, solidified, grounded and closer to reality the 
reference is, the more there exists a need to downplay, camouflage, hide and dilute 
its presence. In the theatre space, where a potential for change exists, gay space is 
unfortunately usually made “unreal”, ethereal, camp, stereotypical and kitschy. This 
strategy tends to work against itself. Its ethos remains trapped in ideological 
indeterminacy and political ambiguity. Its relevance and efficacy are removed. 
There is a paradox in Pinkdot as well. The more overtly it tries to present itself, the 
more it cannot be subversive and the more it is subsumed into the heteronormative 
rhetoric. Its aftermath and the emanating performances are often evanescent and 
disempowering and these speak of how masturbatory it really is. It is but an illusion 
of agency, transformation and change, “full of sound and fury, signifying nothing,” 
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as the great Bard would say. What is sadder is how the homosexual community in 
Singapore takes pleasure in and celebrates this simulacra and simulation of gay 
space in Singapore and fails to see how the entire performance of Pinkdot is not as 
liberating as it appears, but remains cleverly governed and entrapped. 
The landscape of gay space is changing. In August 2010, Proposition 8, a 
proposition to ban gay and lesbian marriages was struck down by a federal judge in 
California (Abc News 4
th
 August 2010) only to be contested and appealed against. 
On 17
th
 November 2011 it was affirmed as valid by the Supreme Court in 
California and awaits appeal on the 9
th
 Circuit (The Washington Post 18
th
 
November 2011). In September 2011, the lawyer M. Ravi defending his client, 
charged initially under 377A for performing oral sex on his male partner in a public 
toilet in March 2010, placed a constitutional challenge to the Attorney-General‟s 
Chambers to remove Section 377A of the Penal Code (AsiaOne News 27
th
 
September 2011). This changing landscape is exacerbated by Hillary Clinton‟s 
declaration that, “Gay rights are human rights,” and the United States of America‟s 
public declaration that it will fight discrimination against gays and lesbians abroad 
by using foreign aid and diplomacy to encourage reform at the recent United 
Nations in Geneva (BBC News 7
th
 December 2011). However Singapore remains 
quiet with no intention for a constitutional change. While the changing landscape 
provides the possibility of the creation of new spaces, this possibility seems rather 
uncertain and still remains locked under the still existent Section 377A. Pinkdot 
2012 is slotted to happen sometime, in June 2012, but it nonetheless remains a 
virtual performance where space is cinematically and textually created. It is 
inevitable that the homosexual person thus becomes that space.  
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Appendix 1: Screen Grabs from Twitter 
Tweets One Week Before Pinkdot 2010     114 – 117 
Tweets One Day Before Pinkdot 2010      118 – 120 
Tweets For The Actual Day of Pinkdot 2010, 15th May 2010   121 – 127 


















































































































































































































































































































Appendix 2: Message Thread From Signel 
Re: Thank you for making Pink Dot 2010! Message #25802 of 26468  
Tue May 18, 2010 1:00 am 
 
--- In signel@yahoogroups.com, "sabai_dragon" <marc@...> wrote: 
 
> Golly gosh, every time I see the numbers for Pink Dot 
> they seem to have climbed by 500. At the actual event 
> itself I think the last call was 3000. 
> Did anyone actually count the dots? 
 
Yes, one of our photographers manually counted the number of people in a large 
representative area and multiplied it by the actual area of the dot. 
 
He arrived at a figure of just over 3000. 
 
This, coupled with the fact that some left before the dot was formed and others 
were under the trees would make the figure of 4,000 a credible one. 
 
A reader of The Online Citizen also offered this method of estimating the 
turnout: 
 
"From my event production management experience, a 1m by 1m sq area (10.764sqft) 
can stand 5 persons based on ASIAN physique. With the compact-city of the 
PinkDot event, this would have brought it closer, taking into consideration, 
some of them there took up a "sizeable" suface area, so on average this would 
have brought it nearly to 8 people per 1×1m sq. Multiply that by 743msq 
(conservatively approx. the area of 8000 Sq ft, size of a big semi-detached 
house, occupied by the dot area, but I suspect the area is wider than that) this 
gives you 5,944. 
 
So even if u use a ratio of 6 (if u must insist that there were many fat people 
there..)you will still arrive at the figure of 4,458. 
 
So, you guys do the math yourself." 
 
> --- In signel@yahoogroups.com, "pinkdotsg" <pinkdotsg@> wrote: 
> 
> > 
> > The turnout of over 4,000 people has set the record for the largest 
gathering at Hong Lim Park since the government liberalised the use of Speakers' 
Corner in September 2008. 
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